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ABSTRACT
Langley, Amy Michelle. DMA. The University of Memphis. December 2012. The
Music Written for Thea King: With Emphasis on the Mini Concerto by Gordon Jacob and
the Clarinet Quintet by Benjamin Frankel. Major Professor: Janet K. Page.
English clarinetist Thea King devoted a large portion of her career to the
performance of British music, especially the pieces that were dedicated to her late
husband, the clarinet virtuoso Frederick Thurston. King received six dedications as well,
and including her commissioned works, seven pieces were written for her: the Clarinet
Quintet by Benjamin Frankel, the Sonata for clarinet and piano by Arnold Cooke,
Fantasia for clarinet and piano by Elizabeth Maconchy, the Mini Concerto by Gordon
Jacob, Concertante for two winds by Priaulx Rainier, the Clarinet Concerto by Howard
Blake, and Sonante for clarinet and piano by Jeffrey Lewis. These works include a
variety of genres and were composed between the 1950s-1980s. Two generations of
British composers from diverse backgrounds and musical styles are represented.
This paper includes breif biographies of King, Jacob, Rainier, Cooke, Maconchy,
Frankel, Blake, and Lewis. Facts about the pieces are also provided, including the
purpose of composition, premiere information, accessibility for performance, and
available recordings. Two of the seven works were not commissioned by King, but were
dedicated to her in a very personal way—the Mini Concerto and the Clarinet Quintet. A
significant discussion of these two pieces with a musical analysis of each makes up the
largest portion of this study. Notes on King’s performances of the Mini Concerto and the
Clarinet Quintet are included in the musical analyses.
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CHAPTER ONE
Introduction
British clarinetist Thea King was a champion of modern repertory, especially the
clarinet music of her own country. She was known for treading off the beaten path,
opting to perform the works of lesser known composers of the past and also of her British
contemporaries. Much of her inspiration in playing obscure clarinet pieces came from her
teacher and husband Frederick “Jack” Thurston, one of the great British clarinetists of the
first half of the twentieth century. Many British composers dedicated works to him,
including John Ireland, Gordon Jacob, Sir Arthur Bliss, Elizabeth Maconchy, Charles V.
Stanford, Gerald Finzi, and Alan Rawsthorne.1 King was the dedicatee of six British
compositions as well, some of which were also her commissions:
Benjamin Frankel, Quintet for Clarinet and Strings, co-dedication
Arnold Cooke, Sonata for Clarinet and Piano, commission and non-written dedication
Elizabeth Maconchy, Fantasia for Clarinet and Piano, commission and dedication
Priaulx Rainier, Concertante for Two Winds, commission and co-dedication
Gordon Jacob, Mini Concerto for Clarinet and String Orchestra, dedication
Howard Blake, Clarinet Concerto, commission and dedication2
Jeffrey Lewis, Sonante for Clarinet and Piano, commission3
As a woman in the orchestral world in the 1950s, King was a pioneer. She had a
fascinating career, which will be addressed in Chapter 2. As a soloist, she made some of
the first recordings of Crussell, Stamitz, and Spohr—names clarinetists certainly

1

Robert Phillip and Pamela Weston, “Frederick Thurston,” Grove Music Online,
http://www.oxfordmusiconline.com (accessed December 16, 2001).
2

Pamela Weston, Clarinet Virtuosi of Today (Hertfordshire, England: Egon Publishers
Ltd., 1989), 161-62.
3

Malcolm Boyd, “Reports: South Wales,” Musical Times 127, no. 1723 (1986): 574.

1

recognize today. She was also one of the first to record the Mozart concerto on the basset
clarinet, for which the work was intended.4
Along with traditional clarinet masterpieces, King was interested in the music of
neglected British composers. Around 1980, she began a serious endeavor of recording
British works with few or no previous recordings. In doing so, she brought to light highquality pieces that would have otherwise been forgotten. She also performed, recorded,
and edited many excellent works that she believed were ignored by a repetitive concert
repertory. Though King played music representing many genres and historical periods,
her career reflects a personal commitment to the promotion of British clarinet music. She
made a point to record the pieces dedicated to Thurston, which added a very personal
element to her work. She also recorded four of the pieces written for her.5
The majority of the pieces composed for King were written in the late 1970s and
early 80s, but the Frankel and Cooke pieces originated much earlier—in the 1950s. Two
generations of British composers are also represented: Jacob, Frankel, Cooke, Maconchy,
and Rainier represent the first, while Blake and Lewis embody the second. Jacob,
Maconchy, and Rainier wrote their pieces for King late in their careers when they were in
their seventies and eighties. The compositions written for King include a wide variety of
styles, from neo-classical, to modern individualist, to something characteristic of a
popular film score. They also represent a variety of genres, from orchestral works to
chamber pieces. The composers who wrote for King are relatively unknown, and a short

4

Michael Carter, “King of the Clarinet,” Fanfare 27, no. 1 (September-October 2003):

27-30.
5

Pamela Weston and Robert Philip, “Thea King,” Grove Music Online (July 15, 2008),
http://www.oxfordmusiconline.com (accessed August 20, 2011).

2

biography of each is provided in Chapter 3, as well as information about the clarinet
pieces.
After reviewing the circumstances of all the commissions and dedications to
King, two works stand out among the seven because of their significant ties to King,
Thurston, and the composer. Jacob’s Mini Concerto and Frankel’s Clarinet Quintet have
very interesting stories that go along with their personal dedications, and they make fine
additions to a concert program. They are both fine works that do not get as much
attention in today’s clarinet repertory as they deserve. The pieces are not currently in
publication, but can be accessed through several libraries. King made recordings of both
pieces. Chapters 4-7 include biographies of Gordon Jacob and Benjamin Frankel, as well
as a detailed discussion of the Mini Concerto and the Clarinet Quintet. Both pieces
represent King’s interests in promoting the legacy of her husband and in playing
twentieth-century British clarinet works.

3

CHAPTER TWO
Biography of Thea King
Thea King was born on December 26, 1925, in Hitchin, Hertfordshire, on the
eastern side of England. Her family was of Prussian-Jewish descent, who in the 1860s
had immigrated to America, where they set up a furniture business. The family name was
originally Mayer, but King’s grandfather changed it when the family moved to England
around 1900. Her grandfather established a factory that produced agricultural machinery
in Hertfordshire, and her father Henry King inherited the family business. King’s love for
music came from her mother Dorothea, who was a homemaker and amateur pianist.
While Thea and her sister were still very young, Dorothea began instructing them in
piano.1
The King family sent both girls to Bedford High School, a girls’ boarding school
about sixteen miles northwest of Hitchin. King attended the school from 1939 to 1943.
Music education was not a priority at Bedford, but they had a small orchestra, and piano
lessons were provided. King was already a competent pianist, and her sister played the
recorder, a popular wind instrument in England at the time. The orchestra director wanted
to add more modern wind instruments to the ensemble and suggested the clarinet and
oboe to the girls. A piano teacher at the school had a simple-system clarinet that she was
learning to play at night, but she was unhappy with the instrument because “it gave her
indigestion.” King acquired the old clarinet from the teacher, and began her own selfstudy at the age of sixteen.2

1

Pamela Weston, Clarinet Virtuosi of Today (England: Egon Publishers, Ltd., 1989),

2

Ibid., 158.

156-58.

4

During King’s high school years World War II was underway, and the BBC
Symphony Orchestra, which was housed in Bristol, had to be relocated to Bedford in
1941.3 The orchestra was one of the few active throughout the war years, and Kings was
fortunate enough to hear them during the many concerts that were performed at the high
school. She also heard Frederick Thurston play for the first time. Thurston was already a
celebrated clarinetist and played principal for the orchestra. His daughters were
transferred to Bedford High School, and one of them, Elizabeth, played clarinet with
King in the school orchestra. In an interview with Andrea Cheeseman, King commented
about the experience:
And, his daughter, who is about my age, played naturally very well. She didn’t
read music very much. But I was there to do the counting. So, I sort of somehow
bumbled along on the clarinet which I learned from Thurston’s second called
Clarke, Ralph Clarke.4
At the age of seventeen, King began clarinet lessons with Clarke, but her primary
interest continued to be piano.5 She progressed quickly on the clarinet and competed in a
competition for an approving Herbert Howells only a few months after beginning her
study.6 From 1943 to 1947, she attended the Royal College of Music in London on
scholarship as a piano major.7 King studied piano with Arthur Alexander and chose
clarinet as a second study, as all students were required to have a secondary instrument.
She explained her decision in an interview with Jack Snavely:
3

Michael Kennedy, Adrian Boult (London: H. Hamilton, 1987), 200-202.

4

Andrea Cheeseman, Thea King and Pamela Weston: The English Clarinet Playing
Tradition of the Twentieth Century” (DMA thesis, Michigan State University, 2001), 88.
5

Ibid.

6

Obituary of Thea King, The Telegraph, June 30, 2007.

7

Cheeseman, “Thea King and Pamela Weston,” 82-83.
5

I was really too old to start another instrument—or so I thought. Then when I
went to college we had to say what we wanted to do as a secondary instrument—
they called it a “second study.” I thought I might as well try to play the clarinet—
that was the only other instrument I had any experience of. I used to have great
fun playing the piano for all the clarinet players in college at the time. I learned all
the repertoire from the piano angle first, and I hoped I would on day perhaps be
an accompanist.8
King studied clarinet with Douglas Matthews until she had a chance to play for
Thurston, who was also a clarinet professor at the RCM. Even though King was a second
study, Thurston took her on as a student.9 Because travel was difficult during the war,
Thurston only made the fifty-mile trip from Bedford to London a few times each month.
Travel was also a challenge for King, who rode the train four hours round trip from
Hitchin to London five days a week. To add to the hardship, there were frequent air raids
when the train had to stop because its coal sparks could be seen from the air. During most
of the months, the temperature was very cold—little to no heating was provided on the
trains because of rationing during the war. King’s practice time was severely limited
because of these circumstances, but she managed to do some work in harmony and
counterpoint underneath a dim light on the train during the long commutes.10
Since Thurston’s time at the RCM was limited, he encouraged all of his students
to sit in on each other’s clarinet lessons, of which King took full advantage. She often
accompanied Thurston’s students for these lessons and for recitals, learning many clarinet
solos from the piano perspective first. Thurston also arranged for King to have lessons at
his home in Bedford, since Hitchin was a short distance away. Often he gave her tickets

8

Jack Snavely, “Interview with Thea King,” The Clarinet 14, no. 3 (Spring 1987): 36.

9

Weston, Clarinet Virtuosi of Today, 158.

10

Cheeseman, “Thea King and Pamela Weston,” 81-82.
6

to the live-broadcast BBC Orchestra concerts, where she heard many symphonic and
chamber works for the first time.11
The college training in England was traditionally three years in the 1940s, but
King requested and was granted a fourth year at the RCM. By 1946, the war had ended,
and many students who had put their college training on hold to serve were returning to
school. King’s case for staying on had to be very convincing because of the sudden
increase in enrollment. In her words, “And before I left, in order to get more orchestral
experience, I begged to be allowed to take clarinet more seriously and to make it, what
we call, an equal first study.”12
Several situations in England improved just as King was starting her career in
1947. Wind instruments were beginning to be taught to young people in British schools,
so more teachers were needed. She took advantage of this and traveled all over London
teaching clarinet lessons. She also taught for the junior department at the RCM, a
Saturday school for talented children. In her interview with Cheeseman, she modestly
commented about her abilities as a pianist and clarinetist upon leaving college:
The piano was not so much use to me because I had never been a high-flyer
technically, and I lost so much time in practice as I was sitting on the train instead
of sitting at the piano. I was always a sort of useful reader in piano, but there was
no way I could compete in the piano world, as it was then developing, even as an
ensemble or an accompanist player as I would have liked to have done. So, the
clarinet, feeble as I was on that, … at least there was a bit of teaching going on, so
I picked up teaching in the schools.13
In addition to teaching work, orchestral playing was being revived in England as
many of the orchestras were reestablished after being dormant during the war. Many
11

Ibid.

12

Ibid., 83.

13

Ibid., 83-84.
7

smaller orchestras were also being formed. This trend was in part due to the large number
of musicians from Germany and Austria who had relocated to England because of the
war. King got to know some of them, and she along with several of her college school
mates got together and played. Among these were Erich Grünberg, Colin Davis, Judy
Wilkins, and Gervase de Peyer. King explained in her interview with Cheeseman:
And, so it was a king of network of musicians who were just looking for
something to do, to play whilst earning their living at any odd jobs. Some had
connections with theatre work. And, then various chamber orchestras arose out of
this. The English Chamber Orchestra, to which I was connected for about forty
years, really began as one of those groups of musicians who played together.14
King’s first steady professional engagement was a result of this networking of
musicians and a great amount of luck. In 1948, her friend and fellow clarinetist Judy
Wilkins and her husband, oboist Charles Mackerras, obtained positions at Sadler’s Wells
Ballet Company. King played for Wilkin’s audition, and since she also played clarinet,
was hired on as an extra. When Wilkins became pregnant, she left the orchestra.15 Her
replacement was Eileen Tranmer, who was one of Thurston’s pupils and also a chess
champion. King played second until Tranmer became heavily involved in chess matches
and had to leave Sadler’s Wells. Tranmer requested that King play first clarinet in her
absence, which resulted in a contract for King to stay on as principal. She also played
second clarinet in the Goldsbrough Orchestra, sometimes with Thurston and sometimes
second to Cyril Chapman, the second clarinetist, in Thurston’s absence.16
Right after King graduated from college in 1947, Thurston’s first wife died, and
many of his students, including King, rallied around him in support. She also continued
14

Ibid., 84-85.

15

Ibid., 85.

16

Weston, Clarinet Virtuosi of Today, 159.
8

to accompany Thurston’s students at the RCM. Their relationship grew, and they were
married in December 1952. At that time King assumed that her career would end: “Ok,
that’s that. That’s my career over. I am to be a housewife.” Much of this thinking came
from her mother, who was very traditional. Even Thurston told her, “You must always sit
at the bottom. You must realize that those men really need the money because they’ve got
wives and families to support.” Though women in England were making more headway
towards professional occupations in the 1950s, being a housewife was still the normal
thing for a woman to do. King was one of only a few women working professionally in
orchestras in England, but she was very willing to give up her playing career when she
got married. She continued to play piano and clarinet for occasional engagements, but
held no permanent appointment.17
In early 1953, Thurston’s health began to decline. After many years as a heavy
smoker, he had developed lung cancer. He had one lung removed, and tried to make a
professional comeback, but died in December. King was consumed with caring for her
sick husband during his last months. Now she found herself a young widow needing to
make a living again. Fortunately, she had many friends who were eager to come to her
aid.18
King found steady employment in several ensembles. In 1953, through her
friendship with founder James Verity, she became a charter member of the all-female
Portia ensemble, a wind ensemble of ten players, with which she was involved for
fourteen years. During this time King also played in the BBC conductor Eric Robinson’s
television orchestra The Blue Rockets. More work came as a second clarinetist to
17

Cheeseman, “Thea King and Pamela Weston,” 87, 119.

18

Ibid., 89.
9

Gervase de Peyer in the English Chamber Orchestra (formally known as the Goldsbrough
Orchestra), the London Mozart Players, and the Melos Ensemble. By 1955 King had
succeeded de Peyer as principal of all three ensembles, as he had moved to the London
Symphony Orchestra and had become involved with work in the United States. In 1956,
Stephen Water asked King to replace him in the thirteen-member orchestra at Aldeburgh,
which played for Benjamin Britten’s three chamber operas.19 For Britten’s operas she had
to double on bass clarinet, which she had not played before. During this time, she also
began to play basset clarinet. In addition to opera, King played a great amount of
chamber music for Britten, with whom she became good friends.20
In 1961 King was asked to take on a few students at the RCM, because Thurston’s
successor and pupil Sidney Fell had an overload. King started with three students, and
eventually worked up to eighteen. She held the position until 1987, when she became
very busy as a soloist. King continued to teach a small number of students, mainly from
the Guildhall School of Music.21 Some of her most successful pupils are Michael Collins,
Richard Horsford, Colin Bradbury, and David Campbell.22
King’s reputation continued to grow in the 1960s and 70s. In 1963 conductor Sir
Yehudi Menuhin invited her to play in the Bath Festival Orchestra. In 1965 she began an
eleven-year tenure with Vesuvius, a chamber group that specialized in contemporary
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music, especially that of Schoenberg.23 Vesuvius was one of the groups that regularly
performed for BBC Radio 3, where performances were broadcast and recorded live.
Throughout her career, King performed hundreds of times for the BBC as a soloist and
with other ensembles, often playing contemporary and neglected works, and interest she
had learned from Thurston. King felt that she learned a lot from the live BBC broadcasts,
which sparked her interest in recording.24
In 1969 King made her first recording for EMI, an opportunity that developed out
of her association with Menuhin. The album was a collection of wind concertos, her
contribution being the Mozart Clarinet Concerto. King also recorded the Spohr and
Mozart Concerti for Meridian, and made recordings on analog tapes with conductor Alun
Francis of the Finzi and Stanford Concerti, which had been dedicated to Thurston. At
Meridian, King met producer Ted Parry, who broke away from the company in 1979 to
start his own label Hyperion. In her interview with Cheeseman, King stated that Perry
was very open for suggestions for a record:
And I said [to Francis], “Well, it would be really nice to put down some of these
works that certainly, if Thurston had lived, he would have done all these things
that had been written for him.” I’d played with Thurston and studied them with
him and I thought, I’d just like to put them down on tape. There were two discs
worth [that she had made with Francis] that were lying upstairs down nothing.
I took Ted out and said, “Look I don’t know whether you knew, but I’ve a lot of
stuff lying around that I have already put down.” He said, “Oh, I wouldn’t mind
hearing that.” He pursued the idea, or somebody else persuaded him to, and he
founded Hyperion. Stanford and Finzi were the first issue, my tape, because he
liked the tapes when he heard them.25
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King made many albums for Hyperion in the 1980s and 90s, and Perry gave her
full authority to choose the material.26 In addition to recording works that had been
dedicated to her late husband, she made the first recording of Bernhard Crusell’s three
concerti in 1982.27 In 1985, King also made one of the first recordings of the Mozart
Concerto on the basset clarinet, the instrument for which the piece was originally
written.28 Regularly featured on her album covers were pictures of cows. Her grandfather
invented the King Cow Bowl, a vessel that was hooked to a cow’s muzzle for watering.
When King was young, she traveled England’s countryside with her father as he fit the
cow bowls at the cattle farms. During these trips, she developed a love for the animals.29
Most of King’s commissions were made as she was beginning her recording
career with Hyperion. Between 1980 and 1984, she commissioned works by Elizabeth
Maconchy, Priaulx Rainier, and Howard Blake. Gordon Jacob’s Mini Concerto was also
written and dedicated to her during this time. Her first dedication had been Benjamin
Frankel’s Clarinet Quintet in 1956. In 1958, the Hampton Music Club commissioned
Arnold Cooke’s Clarinet Sonata for King, which the composer dedicated to her.30 These
composers were among the most respected in Britain during her lifetime, which says

26

Ibid.

27

Michael Carter, Review in Fanfare, Crusell Clarinet Concertos, ArkivMusic.
http://www.arkivmusic.com/classical/album.jsp?album_id=94121 (accessed July 10, 2012).
28

Cheeseman, “Thea King and Pamela Weston,” 111.

29

Weston, Clarinet Virtuosi of Today, 156.

30

Ibid., 161.
12

much about her importance as a clarinetist. King’s last commission was in 1985, for
Sonante by Jeffrey Lewis.31
The idea of commissioning works was something players did not do in England in
the first half of the twentieth century. King commented, “Certainly, Thurston never had
the money to do that or was never arrogant enough to think that he was important enough
to have anything [written for him].”32 Commissioning became a common practice for
commercially successful musicians in the late twentieth century. King made a modest
number of these, which were funded through various musical organizations. Instead of
commissions, Thurston inspired dedications. King recorded all of the works dedicated to
her husband and promoted other British pieces as well.33 In her interview with Snavely
she said:
He [Thurston] was the person that people came to if they wanted a performance of
some new work which was, in those days, thought to be terribly way-out and
difficult. He really studied very hard to present those works. He is, I think,
responsible for a lot of our best English literature of that period—the 1930s, 40s,
and 50s.34
In comparing Thurston’s career to King’s, it is apparent that the professional
world changed in many ways from the 1930s and 40s to the late twentieth century.
Thurston’s colleagues were men, and though he taught several women who became
professional clarinetists, he had very old-fashioned views of them in the orchestra. King
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was one of several woman pioneers to make a living playing professionally.35 As
principal clarinetist of the BBC Orchestra, Thurston’s playing was often the first to be
heard by aspiring clarinetists in England, and provided a model for them. During King’s
career, recording became a big industry and overshadowed the radio broadcasts and the
whole idea of playing for a live audience. Her career was filled with a mixture of
orchestral jobs, solo performances, and recording engagements. Because of the
recordings she made, King was able to reach an international audience, while her
husband’s influence was limited to England during his lifetime. Thurston made a few
recordings, such as Malcolm Arnold’s Concerto, the Mozart Trio K. 498, Arthur Bliss’s
Quintet, and Gordon Jacob’s Quintet; however, he felt most at home playing for a live
audience. The BBC also had strict contract regulations against their players doing outside
work, which kept Thurston’s solo career on hold until he broke away in 1945. Even then,
he traveled around as a soloist, and spent little time in a recording studio.36
King gained national recognition for her recording work in January 1982, when
she won the Sunday Times Recording of the Month for the first and third Crusell
concerti.37 In 1985, she was awarded the OBE.38 In addition to concertizing, recording,
and teaching, King published editions of music by Bach, Bizet, Crusell, Mendelssohn,
Mozart, Schubert, Schumann, Tchaikovsky, and Weber. These were clarinet and piano
arrangements of well-known solo and orchestral pieces, which were suitable for teaching
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younger players. Alan Frank, who had collaborated with Thurston on The Clarinet: A
Comprehensive Tutor, prepared the clarinet parts to many of the pieces, while King
arranged the parts for piano. Despite this work, she was not fond of arrangements for
college and professional players, as she explained to Cheeseman:
Even however well [the arrangements] work, I think it’s ok to do a study as an
extra, but not as a main offering during their course. I don’t like that at all. I
have to say that most [of my colleagues] are quite sure they keep away from that
when it comes to a big exam or recital … I think it’s their duty to say “I play the
clarinet, and these composers have taken the time to write these pieces especially
for the clarinet. I am going to show you that.”39
In the 1990s, when King was in her sixties, she became interested in reviving her
piano skills. She started taking piano lessons from Graeme Humphrey to relearn the
instrument, and soon found herself busy with piano engagements. She played many
chamber pieces, such a Schubert’s Trout Quintet and Copland’s Appalachian Spring.40
King explained her new concentration saying: “I believe everyone goes through phases in
life, and the piano has opened up a new world for me. There’s access to a whole other
repertoire. It’s a fantastic journey for the fingers—and the mind.”41 Because of multitracked recordings, which became available in the 1970s, she was able to make
recordings for which she played all of the parts. For the BBC’s Radio 3 series “Double
Exposure,” King played both clarinet and piano parts for Braham’s Sonata in F Minor,
and the clarinet, basset clarinet, and piano in Mendelssohn’s Konzertstück.42
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In 2001, King became the first wind-playing dame when she was awarded the
DBE.43 The same year she organized an album of pre-recorded music titled Frederick
Thurston 1901-1953: Centenary Tribute, which was released by Clarinet Classics. In the
album are two recordings by Thurston: the second movement of the Stanford Sonata, and
the entire Bliss Quintet with the Griller Quartet—his favorite recording of himself. King
re-released her performances of the Rawsthorne Quartet and the Jacob Quintet with the
Aeolian Quartet, two works dedicated to her late husband. Another jewel of the album is
the extensive notes by Colin Bradbury, which offer a wealth of information about
Thurston’s career.44
King continued to be professionally active into her early eighties, never retiring
from the work she loved. A few weeks before her death in January 2007, she served on
the panel of judges for the Wingate Scholarships, something she had done since the late
1990s. Though she was physically frail at the time, she offered as much enthusiasm for
the young candidates as always. Peter Warren, the chairman of the panel wrote of her:
She was a tough and exacting assessor but always showed immense interest and
kindness and offered much valuable and practical advice to the candidates. She
one remarked that what really mattered was that a musician should really love
playing—although technique and musicality were important; it was the quality
she looked for in an aspiring musician.45
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CHAPTER THREE
The Composers Who Wrote for King
Though the Jacob and Frankel pieces are the primary topic of this paper, the
biographies of the other composers who wrote for King, background information about
their pieces, and brief synopses are provided in this chapter. The composers’ styles, as
well as any other significant works for clarinet are discussed. Because some of the music
or a recording is difficult to find, the most current information for accessing these pieces
is provided.
Priaulx Rainier: Concertante for Two Winds
Of the seven British composers who wrote for King, Priaulx Rainier (1903-1986)
is the only one born outside the United Kingdom. Her parents moved from England to
Howick, Natal, South Africa, where their five children, two boys and three girls, were
born. Rainier’s older sister Nella, who later became a music professor in Cape Town,
took charge of Priaulx as a toddler, and first discovered the child’s love for music. The
three Rainier girls were all taught piano, but Priaulx did not share her sisters’ talent.
Instead, she was given a violin, and immediately displayed signs of great musical facility.
In 1913, when Rainier was ten, the family moved to Cape Town to give the girls a proper
musical education. At the newly-established College of Music Rainier studied violin with
W. H. Bell.1
In 1920 Rainier won the University of South Africa Overseas Scholarship, which
she used to attend the Royal Academy of Music. There she studied violin with Rowsby
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Woof and counterpoint with J. B. McEwen.2 Around 1924, after returning from her final
trip to South Africa, she decided to attempt composition, though she had little training.
Her first piece was a string quartet. After permanently settling in London, she made a
living as a teacher and violinist, though she did not give up the idea of being a composer.
Then at the age of 30, Rainier was in a serious automobile accident, which left her unable
to play violin for six months. She turned to composition during her recovery and wrote a
violin sonata, which was played in a recital by Orrea Pernel.3 Pernel, along with Arnold
Bax, encouraged Rainier to study with a notable teacher, and in 1937, she made a threemonth trip to Paris. There she had daily “conversations” about composition with Nadia
Boulanger, who was her only formal teacher.4
Rainier’s career was launched in 1939 with her String Quartet, which made her
one of the leading female composers in Britain. World War II interrupted the
performance of her works for a time, but she was able to write two important pieces
during this period: the Suite for Clarinet and Piano (1943) and the Sonata for Violin and
Piano (1945). By 1943 Rainier’s compositions were established enough to gain her the
position of professor of composition at the RAM.5 During this time she befriended
Michael Tippett at Morley College, who commissioned Sinfonia da Camera from her in
1945. Rainier also made important friendships with prominent figures in the other fine
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arts. She was musically inspired by the dancing of Pola Nirenska, and the paintings and
sculptures of Barbara Hepworth and Ben Nicholson at St. Ives in Cornwall.6
Into the 1950s Rainier continued to gain recognition and popularity. In 1949, her
important piano work Barbaric Dance Suite was composed. In 1953 she was elected a
Fellow of the Royal College of Music, and was awarded the Collard Fellowship for
Composition by The Worshipful Company of Musicians. She was also asked to write
music for Hepworth’s first film Figures in a Landscape, and her String Quartet was used
for the ballet Night Spell, which was performed at Sadler’s Wells and later in America.7
After her retirement from the RAM in 1961, Rainier moved to St. Ives. She
continued to receive commissions from prominent organizations and musicians. In 1962,
the BBC commissioned Quanta, which was premiered by oboist Janet Craxton and the
London Oboe Quartet. For the 1964 Proms, she wrote her Cello Concerto for Jacqueline
du Pré. Rainer wrote her Violin Concerto for Yehudi Menuhin in 1977, and her
Concertante for Two Winds for Craxton and King in 1977-80.8 In 1982 she was made an
Honorary Doctor in Music by the University of Cape Town, and in 1983 she became the
first Lady Liveryman of the Worshipful Company of Musicians. Rainier died in Paris in
1986.9
Rainier is a highly individual composer, making it difficult to compare her music
with that of other twentieth century composers. John Amis wrote that her music reminded
him of Sibelius’s Fourth Symphony, Stravinsky’s “Sacrificial Dance” from The Rite of
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Spring, and the more “barbaric” pieces of Bartók. Though she did not claim to use
African music in her works, her musical language reflects the native music of Zulus,
which she heard as a child.10 The use of fourths and ostinatos are prominent features in
her compositions, and after 1960, Rainier began to write more intervallically compressed
music, with a fondness for clusters, minor ninths, and semitones.11
Of all the pieces written for King, the most difficult to study is Rainier’s
Concertante for Two Winds. The piece was published by Schott Music, but is out of
print, and no commercial recording exists. There are also conflicting sources as to the
exact dedication. According to June Opie, the Concertante was dedicated to Craxton, a
good friend whom Rainier had known since the age of two. Other sources claim that it
was written for King and Craxton. The piece was to be premiered in a series of Rainier’s
concert music at the Promenade Concerts in 1981. Tragically, ten days before the
performance, Craxton suddenly died, and the work was performed by oboist Neil Black
and King instead.12 King did not record this piece, possibly because of the circumstances
of the premiere.
Arnold Cooke: Sonata in B-flat for Clarinet and Piano
Arnold Cooke (1906-2005) was born in Gomersal, Yorkshire, the second son of
eight children, to a family who owned a carpet manufacturing business in nearby
Liversedge. As a boy he studied piano and was educated at Streete Preparatory School
and later at Repton School, where he studied cello and composition. He attended
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Cambridge University from 1925 to 1928, first studying history and then composition
with E. J. Dent.13 In 1929, with recommendations from Dent and Walter Lee, Cooke went
to Germany to study with Paul Hindemith at the Hochschule für Musik. He returned to
England in 1932, and made a career as a professor of composition and a composer of
choral, orchestral, and chamber music. He taught at the Manchester College of Music
from 1933 to 1938, and the Trinity College of Music from 1947 to his retirement in 1978.
Between these years Cooke served in World War II as a navy liaison officer and earned a
doctorate at Cambridge. In 1945 he became a founding member of the Composer’s Guild
of Great Britain. He spent his retirement at his home in Kent and continued to compose
until his death. Cooke received commissions from the BBC, the Royal Philharmonic
Society, the Royal Ballet, and the music festivals of Bath, Cambridge, Cardiff,
Cheltenham, and the City of London.14
Among Cooke’s main works are his Symphony No. 1, the opera Mary Barton,
Passacaglia, Scherzo and Finale for string orchestra, and a long list of chamber pieces,
which represent his largest output. Many of his pieces remain unpublished.15 Cooke
wrote three major works for clarinet within a seven-year period. His Concerto for
Clarinet was written in 1955-56 and premiered by Gervase de Peyer. His Sonata for
Clarinet and Piano followed in 1959, and he wrote a Clarinet Quintet in 1961-62. King
later recorded all of these works. The Sonata for Clarinet and Piano was a result of a
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commission for King by the Hampton Music Club. She premiered the work with pianist
James Gibb in a recital at the Arts Council of London in 1962.16 In 1982, King
programmed the work on a two-part album titled Music for Clarinet and Piano with
pianist Clifford Benson.17 The sonata is a four-movement work employing the
contrapuntal style that Cooke learned from Hindemith, as well as traditional classical
forms and lyrical melodies. Cooke titled the work Sonata in B-flat without specifying a
major or minor key, because the music constantly shifts so that neither mode is ever fully
established until the end of the piece.18
Elizabeth Maconchy: Fantasia for Clarinet and Piano
Elizabeth Maconchy (1907-1994) was born in Hertfordshire to a family of Irish
descent.19 She spent a large portion of her childhood in Ireland, where she had little
access to the musical world. The family did own a piano, which Maconchy learned to
play, and by six, she was composing music. Her parents saw unquestionable talent and
sent her to the Royal College of Music at sixteen, where she studied with Charles Wood
and Ralph Vaughan Williams from 1923 to 1929. There, she won various awards
including the Octavia Traveling Scholarship, which allowed her to visit Vienna, Paris,
and Prague. Maconchy was denied the prestigious Mendelssohn Scholarship, however,
because the RCM director Sir Hugh Allen felt that she would “only get married and never
16

Robert Matthew-Walker, “Arnold Cooke: Sonata for B flat Clarinet and Piano,” Notes,
Music for Clarinet and Piano, vol. 2, Thea King and Clifford Benson, Hyperion CDD22027,
1982.
17

Arnold Cooke, “Sonata for Clarinet and Piano,” Music for Clarinet and Piano, vol. 2,
Thea King and Clifford Benson, Hyperion CDD22027, 1982.
18

Matthew-Walker, “Arnold Cooke: Sonata for B flat Clarinet and Piano,” Notes.

19

Hugo Cole and Jennifer Doctor, “Elizabeth Maconchy,” Grove Music Online,
http://www.oxfordmusiconline.com (accessed August 20, 2011).

22

write another note.”20 In Prague Maconchy studied with K. B. Jirák and Joseph Suk, but
her music reflects the teaching of Vaughan Williams and her self-study of the music of
Bartók more than any other composers.21
Maconchy’s career was launched when Sir Henry Wood conducted the premiere
of her orchestral suite The Land at the 1930 Proms. Her marriage to William LeFanu took
place the same week. Then in 1932 her career was interrupted when she was diagnosed
with tuberculosis and had to move away from the musical scene in London to the more
rural Kent.22 Unlike many, she was able to manage the disease along with her musical
career and personal life. The 1940s were devoted to raising her two daughters, the
youngest of which was composer Nicola LeFanu. Maconchy composed her largest output
of chamber music in the 1930s and 40s, including four of twelve string quartets.23 During
World War II she often traveled to Bedford to hear the BBC Symphony Orchestra, where
she heard some of her own works performed along with the works of her colleagues
Britten and Tippett. Here, she also heard the playing of Thurston, and she dedicated her
Concertino for Clarinet and String Orchestra to him in 1945.24
Maconchy continued to receive numerous commissions for symphonic, choral,
and operatic works as her creativity and ingenuity continued into her sixties and
seventies. In 1959 she became the first woman chair of the Composer’s Guild. She
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succeeded Britten as the president of the Society for the Promotion of New Music in
1976. Other honors include the CBE in 1977 and the DBE in 1987.25
In addition to the 1945 Concertino, Maconchy wrote several other pieces for
clarinet in her late career, including a Clarinet Quintet in 1966, the Fantasia for Clarinet
and Piano in 1979-80, and the second Concertino for Clarinet and Small Orchestra in
1984,26 written for another English clarinetist, Janet Hilton.27 King commissioned
Maconchy’s Fantasia with funds provided from the Arts Council of Great Britain in
1979. She premiered the work with pianist Paula Fen at the first International Clarinet
Congress held in Denver, Colorado in 1980.28 Though King recorded Maconchy’s
Clarinet Quintet and both Concertinos, she did not record the Fantasia. The work was
recorded by Kate Romano and Alan Hicks on the album Twentieth Century Music from
the British Isles for Clarinet and Piano in 1998.29 Maconchy described the work as
follows:
I wrote it [Fantasia] in admiration and affection for Thea King and with her
playing in mind. It lives up to its title of FANTASIA by combining a number of
contrasted ideas within one continuous movement and lasting about ten
minutes.30
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The piece is motivically based, beginning with four short statements by the
clarinet, which slowly unfold with unexpected twists and turns. Jerome Rosen reviewed
the work favorably, describing it as “an excellent new work” and “an attractive addition
to the clarinet repertory.” He also compared it to the Impressionist piece Rhapsodie for
Clarinet and Piano by Claude Debussy.31
Howard Blake: Concerto for Clarinet and Orchestra
Howard Blake was born in London in 1938.32 His first exposure to music came
from his mother, who played Chopin on the piano at night after the children went to bed.
The walls of the modest home were thin as Blake listened intently to his mother while he
was supposed to be asleep. Starting at the age of six, he learned piano by ear and taught
himself the notes on the keyboard using an old piano tutor. In 1945, the family moved to
Brighton, and Blake joined the choir at Saint Augustine’s Church. He studied organ and
voice with Bartholomew Hales and piano with Bonney Churcher. At nine, Blake began to
compose music. Around age twelve, Blake showed a march to Churcher, who was
immediately impressed. Afterward, Churcher gave him lessons in counterpoint and
harmony.33
Blake attended Brighton, Hove, and Sussex School for boys and was told that he
would become a history teacher. He continued to study piano and compose despite the
discouragement he received from his family and school teachers. At the age of sixteen,
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Blake was introduced to pianist Christine Pembridge, a notable teacher at Roedean Girls
School. Pembridge trained Blake for the Hastings Competitive Festival, where in 1957 he
won all four awards: the Bach Prize, the Beethoven Prize, the Chopin Prize, and a
scholarship to the Royal Academy of Music. At the RAM, he studied piano with Harold
Craxton and composition with Howard Ferguson.
In 1958, Blake wrote a set of piano variations, which received three performances
at the RAM and was considered by Craxton to be the “best piano work he had ever seen
from a student.” Ferguson left the RAM in 1959, abandoning his career as a composer, as
the Darmstadt atonal view of music was gaining wide acceptance in academic circles.
Like his composition teacher, Blake did not subscribe to the serial methods of
Stockhausen and Boulez, and he stopped composing, focusing on a career as a concert
pianist. Though Blake preferred more traditional methods of composition, he kept up
with the musical trends of the 1960s by frequenting experimental music concerts. Rock
and roll was another genre of music that Blake said “swamped absolutely everything”
during his college years.34
After leaving college, Blake struggled to find musical employment. Looking
elsewhere, he found a job as an assistant projectionist at the Paris Cinema in Brighton.
This led to a position as a projectionist for the National Film Theatre in London. Here,
Blake had the opportunity to make his own film and was offered a grant by the British
Film Institute for further training; however, he was more interested in the musical arts
than the visual. Blake left the National Film Theatre and made a living playing jazz
piano, though he was classically trained. He eventually landed a job as a session pianist
34
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for Abbey Road, where he worked with Quincy Jones, Bernard Herrmann, and Henry
Mancini. He finally found his musical niche in film music, and began to study the work
of Eisenstein and Prokofiev. Through his relationship with Herrmann, Blake landed his
first commission, writing music and conducting for the television series The Avengers in
1968.35 Many other commissions followed, including The Duellists (1977), Flash Gordon
(1980), The Lords of Discipline (1983), and A Midsummer Night’s Dream (1996).36
Blake is primarily known for his work in films, but has also written many concert
works including the oratorio Benedictus (1979, 1985), the comic opera The Station (1987,
1992), the ballets The Annunciation (1979) and Eva (1985), and several concertos, vocal
works, and chamber pieces. From 1970 to 1975, he took a five-year hiatus from his career
as a film composer to develop his musical style as a writer of concert music, which is
conservative and accessible to a wide variety of audiences. His best known work is The
Snowman (1982) for narrator, boy soprano, and orchestra, which was widely acclaimed
and later used in a short animated film of the same name. Among his honors and
achievements is an OBE, which was awarded him in 1994,37 and the 1990 commission to
write a Piano Concerto for Princess Diana’s thirtieth birthday celebration, where he also
performed the work for her.38
Thea King and the English Chamber Orchestra commissioned the Clarinet
Concerto from Howard Blake in 1984. The composer conducted the debut performance
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with King and the English Chamber Orchestra in 1985. The same year, King included
this performance on the album Clarinet Concertos, which also contains her performances
of Witold Lutosławski’s Dance Preludes and Mátyás Seiber’s Concertino.39 Blake’s
Concerto is in three movements, which segue into one another, creating the effect of a
single movement piece. The ideas at the beginning of the first movement are heard again
in the second and third, which unifies the piece. The concerto opens with a cadenza-like
passage played by the clarinet, and then settles into an epic-sounding tune, where the
orchestra and clarinet share equal roles. Throughout the work are memorable tunes,
colorful orchestrations, and exciting rhythmic ostinatos, all of which are reminiscent of
Blake’s film music.40
Jeffrey Lewis: Sonante for Clarinet and Piano
Jeffrey Lewis was born in 1942 in Port Talbot, South Wales, the younger of two
boys. He received his musical talent from both sides of the family. His father’s brother
was Cyril Lewis, a boy soprano who made recordings for Decca. Lewis’s mother played
piano and also introduced her boys to the instrument. As young boys, the Lewis children
sang in the church choir at St. Mary’s and studied piano privately. Jeffrey also learned to
play the violin and played in the school orchestra at Mountain Primary School and
Dyffryn Grammar School. In 1952 he began to study organ with Colin Jones at St.
Mary’s, and after three years, became the assistant organist.41
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In the 1960s Lewis attended the University of Wales, Cardiff, as an organ and
composition major, studying with Robert Joyce and Alun Hoddinott.42 While he was a
student, his Chamber Concerto and Fanfares with Variations were performed by the BBC
Welsh Orchestra. While working on post-graduate studies Lewis helped form 66 Group,
for whom he was composer and pianist. They premiered his Epitaphium: Children of the
Sun at the 1967 Cheltenham International Festival of Music. On Michael Tippett’s
recommendation, Lewis was awarded the Welsh Arts Council Bursary for the academic
year 1967-68, which allowed him to study abroad. He traveled to Darmstadt, where he
worked in master classes with Stockhausen and Ligeti; to Kraków, where he studied with
Polish composer Boguslaw Schäffer; and to London, where he studied with British
composer Don Banks. Lewis also spent time in France as a pianist for the Paris Chamber
Ensemble.43
In 1969 Lewis returned to the UK as lecturer in composition and experimental
music at Leeds College of Music. In 1973, he was awarded a PhD in composition and
became a lecturer in composition and twentieth-century music at the University of Wales,
Bangor, a position he held until 1993. He has won several international prizes for his
compositions and performances on organ and has also been commissioned to write for
such names as Gillian Weir, Thea King, the Westminster Abbey Choir, and the Hilliard
Ensemble.44
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In many of Lewis’s early works, he employs serial techniques. He later
experimented with more avant-garde practices, such as aleatoric music. In the 1970s, he
turned to modes of his own design, from which his melodic and harmonic ideas would
stem and remain often untransposed throughout an entire piece. He also used material
from the ragas of Indian music. His melodies are constructed to avoid tonal centers; his
harmonies are usually very dissonant; and musical form has no set conventional pattern.45
Jeffrey Lewis’s Sonante for clarinet and piano was the result of a commission by
the Lower Machen Festival for Thea King. King and Clifford Benson premiered the work
on a recital in July of 1986, which was broadcast on BBC Radio 3. Though Lewis was
aware of King’s capabilities as a clarinetist, nothing about the piece is characteristic of
her nature as a performer. The performers and composer did not consult together, and no
instructions, aside from the instrumentation, were given to Lewis. The actual dedication
of the piece reads “for Sarah,” Lewis’s daughter, who was born four months prior to the
commission. The nine-minute piece is based on a created mode that uses the letters of his
daughter’s name.46 The piece is in one movement but contains three main sections—a
fantasia-like opening, a lullaby middle section, and an agitated conclusion. The
improvisatory character of the clarinet melody also sounds like a modern jazz solo at
times, though there is no indication that this was the composer’s intent.47 Lewis chose the
title Sonante to “emphasize the ringing and resonance aspect of the term meaning ‘to
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sound.’” One way this is achieved is by the frequent use of pedal tones in the piano part,
which are used in conjunction with sharp attacks that duplicate designated pitches in the
clarinet line. Lewis called this effect a “sonic halo.”48 Sonante remains unpublished, but
the music is housed at the Tŷ Cerdd Music Centre in Cardiff, Wales.49
Unfortunately, King did not include Sonante in her many albums featuring British
composers. The piece was recorded in 2000 by clarinetist Karen Turner and pianist David
Jones on the album Jeffrey Lewis: Threnody, Cantus, Teneritas, Sonante, and Trilogy,
released by ASC Studios. The album also includes Cantus, Lewis’s other work for
clarinet and piano, written in 1996.50
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CHAPTER FOUR
Biography of Gordon Jacob
Gordon Jacob was born in Upper Norwood, London on July 5, 1895, to parents
Steven and Clara Jacob, and was the youngest child of ten. Steven, an officer in the
Indian Civil Service, died when Jacob was only three. The family enjoyed musical
activities, and Jacob was encouraged to study music at an early age, though he had no
formal training. His father composed hymns that Jacob recalled later were ‘not bad.’ His
brother George Archibald wrote a book on choral music and introduced Jacob to the
music of Ralph Vaughan Williams. His brothers Charles Theodore and Anstey played
flute and trumpet respectively, and Charles wrote music for the family ensemble. Jacob
played piano, autoharp, and percussion. Because of a cleft palate, he was unable to play a
wind instrument, like his other brothers. However, it is apparent in his works for wind
instruments that he acquired a strong knowledge of their capabilities, which probably
began at home.1
In 1908, at age nine, Jacob entered Dulwich College, which was near his home.
He began to compose while attending Dulwich, and his orchestra teacher Herbert
Doulton organized performances of some of his works with the school orchestra.2 At age
twelve, Jacob severed a tendon in his left hand, which severely limited his piano skills;
however, the injury did not prevent him from playing altogether. He was able to perform
as a soloist and as the pianist in his school orchestra. With limitations that would keep
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Jacob from becoming a professional instrumentalist, composition was a natural course of
musical activity.3
In 1914, shortly after graduating, Jacob enlisted in the army with his beloved
brother Anstey. The two fought in separate battalions in the Battle of the Somme in 1916,
but Anstey was killed, which caused Jacob much distress. The same year he was sent to
Oxford for officer’s training and met Hugh Allen, the college organist, who would later
play a role in Jacob’s musical career. In 1917, Jacob was taken prisoner after a losing
battle with the Germans, who killed all but 60 men of his 800 member battalion. Jacob
later commented that his survival was nothing short of miraculous—his captors were
more interested in collecting cigarettes, chocolate, and small tools than killing the
remaining British soldiers. Jacob was placed in several prisons camps, where he kept up
his interest in music to raise his spirits. He found an old harmony book in one of the
camps and began his first studies in theory, working his way through all the exercises. He
also wrote small compositions for the miscellaneous instrumentalists he encountered. By
the end of the war, he had formed a small orchestra of fellow prisoners at Bad Colberg.4
In 1918, Jacob attended King’s College as a journalism major, but quickly
realized his greater interest and took music correspondence courses while he finished out
the year. In 1920, he received an ARCM diploma in theory and applied to the Royal
College of Music, where Hugh Allen had become director. Jacob’s acquaintance from
Oxford helped him receive free tuition to the RCM for two years and a grant of £150 a
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year. At the RCM Jacob studied composition with Charles Villiers Stanford, Herbert
Howells, and Ralph Vaughan Williams. Stanford and Vaughan Williams had very
traditional views about composition, and Jacob often showed them his less ambitious
works to avoid scolding. Of Vaughan Williams he said, “he could seldom bring himself
to like my music.” Jacob learned much more from Howells, who was only three years
older, and would often share his own compositions during their lessons. In 1921, after
one year at the RCM, Jacob won the Arthur Sullivan Prize for Composition. His
compositions were performed regularly, many through the College’s Patron’s Fund
Concerts, which funded the performance of students’ works by the New Queen’s
Orchestra.5 A significant piece composed during Jacob’s college years was the William
Byrd Suite, written in 1922-23 for a three-hundredth-year celebration marking Byrd’s
death. The piece was originally composed for orchestra, but would become more famous
in the version for wind band, which was set in 1924.6
In December 1924, Jacob became a deputy professor of composition at the RCM.
The same year he married Sydney Gray, who was also musical.7 Jacob made extra
income as an examiner for the Associated Board and as a music copyist. His second
compositional success came at the 1926 Proms with the premiere of his Viola Concerto,
which was one of many appearances of Jacob’s music at the Proms. The composer
conducted, and his friend and fellow RCM alumnus Bernard Shore played viola. Over the
course of his career, Jacob added several compositions to this neglected instrument’s
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repertory. He also expanded other repertories, composing a concerto for almost every
orchestral instrument.8
By 1930, Jacob had become a full-time professor of composition at the RCM, a
position he would hold until 1966. Another college friend, Constant Lambert, got Jacob
involved with the Sadler’s Wells Ballet Company, formed in 1931. Jacob wrote original
scores as well as orchestral arrangements for Lambert, who was the Musical Director.
Also, in 1931, Jacob wrote his first book, Orchestral Technique, which was extremely
successful.9 Other books followed: How to Read A Score (1944), The Composer and His
Art (1955), and The Elements of Orchestration (1962).10
In 1931, Jacob premiered his Three Songs for soprano voice and clarinet, which
marked the beginning of his tendency to write for the woodwind family. Oboist Evelyn
Rothwell, for whom Jacob wrote a chamber piece for oboe and string quartet, commented
about the composer:
He used to ask me all sorts of questions as to why a certain passage was difficult
(or not) and he often rewrote his first sketches. One of the things I most admired
about him was his eagerness to learn about instruments and their likes and
dislikes.11
During World War II, Jacob’s orchestrations reached a larger public with his
work for It’s That Man Again, a weekly comedy radio program featuring morale-boosting
variety sketches. Jacob was one of several composers who wrote musical interludes for
the show. Throughout the 1940s, Jacob continued to compose concert music. In 1943, he
8
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won the John Collard Fellowship of The Worshipful Company of Musicians, which gave
him an annual salary of £300 for three years, and the time for composition. In 1948, he
became the editor for the popular reference and textbook series Penguin scores.
Beginning in the late 1940s, Jacob also began to compose music for feature films.12
The 1950s were bittersweet for Jacob. He had two opportunities for national
recognition. He wrote Music for a Festival for wind band and brass ensemble in 1951, for
The Festival of Britain, a post-war celebration that was compared to the Great Exhibition
one hundred years earlier. The piece was one of several commissioned works performed
at the opening of the new Royal Festival Hall. In 1952, Jacob was asked to write a new
arrangement of the National Anthem for the coronation of Queen Elizabeth II. All of his
success was overshadowed by despair, however, when his wife died in 1958. Their
marriage had not only been a happy one, but Sydney had been a great musical confidante
to Jacob.13 He wrote in a letter about his wife, “she put my work first and foremost,
beyond everything else. She was perfect.” Jacob suffered great sorrow in Sydney’s
absence. Her beloved niece, Margaret Gray, became a companion to Jacob in his time of
mourning. The companionship turned into a courtship, and they were married in 1959,
with some unwanted publicity because of the forty-two-year age difference and family
relation.14
Jacob described his marriage to Margaret as a “second life,” and they had two
children, Ruth and David, born in 1960 and 1961 respectively. He had no children with
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his first wife, and in his mid-sixties was experiencing fatherhood for the first time.
Family life inspired a rebirth of compositional ideas for Jacob, who had written that his
“sad loss had stopped the flow of music,” after Sydney’s death.15
Jacob retired from the RCM in 1966, but continued to examine for the Associated
Board and compose. Like many traditional composers of his generation, Jacob’s
popularity in Britain declined in the 1960s, because of BBC’s promotion of avant garde
works and the younger generation. Other organizations followed the same trend, and
Jacob saw his works disappear from the repertory.16 In 1963, Jacob’s seventieth birthday
was celebrated with several concerts featuring his music at the Proms. This was the last
time Jacob’s works were performed at the Proms in his lifetime, though previously his
music had been performed there often. His contributions to English music were finally
recognized in 1968, when he was awarded the CBE.17
Jacob was more resilient than many of his contemporaries who also suffered from
a dwindling popularity, in that he had the interest and ability to write for any assortment
of instruments, and consequently, found many opportunities for work. A large quantity of
Jacob’s output in the late 1960s and 1970s was for amateur and scholastic ensembles. In
1972, Jacob began a partnership with publisher June Emerson, which resulted in many
compositions for the new wind band movement, mainly in the United States, where Jacob
was “revered and admired.”18 Jacob continued to compose into his 80s despite his failing
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eyesight and shaking hands. Some of the major pieces written late in his career include
the Concerto for Three Hands, the Second Viola Concerto, and the Mini Concerto for
clarinet and string orchestra.19
Continuing his active pace, Jacob made his only visit to the United States in 1977,
at the age of 82, visiting wind bands and brass ensembles in Florida, Texas, and
Tennessee.20 His last work was the Mini Concerto for Orchestra, which was written for a
Youth Orchestra Festival at the Royal Festival Hall in 1984. He had planned to attend the
event, but suffered a stroke, which prevented him from going. He died a month later, a
few days before his eight-ninth birthday.21
In his lifetime, Jacob experienced the birth of live radio, the growth of
professional orchestras in Britain, the recording age, and the decline of live performances
as a result. He possessed a rare ability to adapt to his circumstances, which opened doors
for him throughout his career. His demeanor was unassuming and humble. Jacob had a
great sense of humor, never taking himself too seriously. Preferring to compose, Jacob
once commented that he did not enjoy teaching at the RCM, but had many famous pupils
including Joseph Horovitz, Elizabeth Maconchy, Imogen Holst, Ruth Gipps, and
Malcolm Arnold. He gave his time and advice freely to his students, though it took away
from his own work.22 As his compositions indicate, he was a friend of the amateur as well
as the professional. Jacob never participated in the more avant garde experimentations
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that eventually affected his popularity in Britain, always staying true to his own
compositional ideas. In a short film by the BBC in 1959 entitled Gordon Jacob the
composer said, “I personally feel that the day that melody is discarded altogether, you
may as well pack up music altogether.”23
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CHAPTER FIVE
Mini Concerto for Clarinet and String Orchestra
Gordon Jacob’s Mini Concerto came to be through his associations with both
Thurston and King. Jacob and Thurston had been schoolmates at the RCM in the 1920s,
and both later became professors there. Jacob often talked with Thurston about his
extensive knowledge of instruments, as he was the chief wind examiner for the college.
King met Jacob during her entrance audition for the RCM in 1943, when he volunteered
to play for her. His first impression of King was probably not the greatest, as she recalled,
“I faltered even on the first note, not to mention later groups of semiquavers. I could
never have guessed that I would be privileged to play his marvelous wind-ensemble
music, and to record his two main clarinet works.”1
In 1940, Jacob wrote his first work to feature the clarinet, the Quintet for Clarinet
and Strings, and dedicated it to Thurston and the Griller Quartet, who premiered the work
in 1943.2 As King was establishing herself as a clarinetist, Jacob also wrote a piece for
the Portia Ensemble, of which she was a member. In 1955, he dedicated Early One
Morning to the group, and they premiered the work in 1956 on a BBC broadcast.3 Like
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her husband, King later became professor of clarinet at the RCM. From 1961 until
Jacob’s retirement in 1966, they were colleagues there.4
Jacob’s Quintet for Clarinet and Strings was one of King’s first projects with
Hyperion. She recorded the work with the Aeolian Quartet in 1979, on the album
Clarinet Quintets.5 She had a great interest in recording the pieces that were dedicated to
Thurston, as revealed in her comments:
Most of all this stuff [King’s recordings of lesser known English pieces] has been
because I’ve felt it was just criminal that nobody knew they were there. A lot of
composers were still alive. I just wanted those pieces to be heard, particularly
things that were in connection with Thurston. It was such a shame that he hadn’t
lived long enough to really be able to go around and play them to people, which
was his whole idea, to show what had been written for the clarinet and how lucky
he was. So, I managed to do a lot of that.6
Jacob’s Clarinet Quintet had been neglected and had remained unrecorded. Of
King’s recording Jacob said, “Jack’s tragically early death deprived the world of one of
its most gifted clarinetists and it is to me a source of deep satisfaction that his brilliant expupil (and widow), Thea King, has made this recording.”7 In appreciation, Jacob
dedicated his Mini Concerto for Clarinet and String Orchestra to her. The work was
written in 1980, four years before Jacob’s death.8 King premiered the Mini Concerto in a
BBC broadcast on May 11, 1981, with Alun Francis and the English Chamber Orchestra.
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This recorded performance later appeared on the Hyperion album English Clarinet
Concertos, volume 1.9
The Mini Concerto’s title has a dual purpose. It is indeed a short work, the entire
piece being approximately twelve minutes long. Jacob also wanted to distinguish it from
his clarinet concertino, which was based on themes from Tartini’s violin sonatas. The
concerto is written in four movements instead of the traditional three, Jacob describing it
as a miniature symphony or sinfonietta.10 He employed recognizable classical forms, but
used them loosely, as many twentieth-century neo-classical composers did. The four
movements come in the expected order. The first movement is a fast sonata-like form.
The second movement is through-composed. The third movement is similar to a minuet
and trio, and the last movement is a rondo. Jacob uses tonal harmony throughout, yet
sometimes in a non-functional way. The work is conservative, but also has a very modern
sound, and the last two movements have a distinctively English flavor.
For this analysis, a piano score of the Mini Concerto, arranged by Jacob, edited by
King, and published by Boosey and Hawkes was used.11 Because this edition was
prepared and edited by the composer and dedicatee, the markings throughout the work
are likely valid.
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Movement I: Allegro
Movement I is a ternary form, a very loose sonata form, as Jacob explained in his
notes. The tonality is sometimes ambiguous, but centers on G minor. Jacob’s use of
tonality and form are similar to sonata form, but there is no real Theme B and no closing
theme. A summary of the compositional structure appears in Figure 5.1.

Exposition (mm. 1-16):
String introduction
Clarinet plays Theme A
G minor

Transition (mm. 17-22):
Strings play melodic material
Clarinet sustains G and rests
G minor

Development (mm. 23-68):
Small development (mm. 23-40)
Clarinet plays Theme B (mm. 41-54)
More development (mm. 55-68)
G minor / B flat major / G minor

Transition (mm. 69-72):
Strings play melodic material
Dominant of G firmly established
Cadenza overlaps
G minor

Cadenza (mm. 73-80):
Unaccompanied written clarinet solo
Dominant and Neapolitan chords
G minor

Recapitulation (mm. 81-106):
Theme A restated (mm. 81-94)
Ending (mm. 95-106)
G minor / final chord G major

Figure 5.1. Formal Structure of Gordon Jacob, Mini Concerto, Movement I.

The music opens with a brief introduction played by the strings in octaves
(example 5.1). Harmonically, the music consists of two Neapolitan chords, each
resolving to the dominant. The two-bar phrases conclude with a leap of a minor seventh,
from C to D each time, which makes the mood appear somewhat dark, yet energetic. In
measure 5, the clarinet enters with Theme A, which is based on the motif introduced by
the strings. At this point, the key is firmly established in G minor; however, melodically,
there is a close association with the dominant, which explains the C sharp. Another detail
to note in the melody is the brief alternation of seconds and thirds, seen in measures 5-6.
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It looks similar to an augmented scale, except a major third occurs. This scale idea is
extended later in the piece.

Example 5.1. Mini Concerto by Gordon Jacob, Movement I, mm. 1-8
© 1980 by Boosey and Hawkes Music Publishers Ltd. Used with permission.

Beginning in measure 9 (example 5.2), the use of chromaticism and parallel chord
progressions blurs the tonality. More tonal ambiguity is achieved by Jacob’s use of
harmonic perfect fourths and fifths in the upper strings, creating parallel fifths and
octaves. The goal of this harmonic progression is to move from the Neapolitan chord to
the dominant chord. On a similar note, there is an interesting sequence of parallel major
triads arranged in second inversion in measures 13-14. With all the harmonic uncertainty,
tonal stability is mostly achieved by the clarinet melody, always pointing toward G
minor. The clarinet firmly lands on G in measure 17, suggesting a tonic chord, but the
strings are on the submediant, making a weak cadence.
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Example 5.2. Mini Concerto by Gordon Jacob, Movement I, mm. 9-17
© 1980 by Boosey and Hawkes Music Publishers Ltd. Used with permission.

The musical texture is varied throughout the exposition. The string opening is
monophonic. Then homophonic eighth-note chords are heard underneath the clarinet
melody for four bars. In measure 9, the texture becomes contrapuntal, as the cello is
handed the melodic sequence begun by the clarinet. Afterward, the clarinet and strings
work homorhythmically to achieve a fortissimo ending to Theme A.
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Beginning in measure 17, the strings are featured in a transition as they play the
opening clarinet statement for two measures. A new rhythmic motif is then introduced.
The motif is based on a three-note melodic sequence written as a hemiola over
descending major thirds in the strings in measures 20-22 (example 5.3). The transition is
interrupted when the clarinet re-enters in measures 22 and 23 with a fragment of Theme
A. The development begins with this clarinet entrance in measure 23.

Example 5.3. Mini Concerto by Gordon Jacob, Movement I, mm. 20-25
© 1980 by Boosey and Hawkes Music Publishers Ltd. Used with permission.

Within the development, fragmented ideas from the exposition are thrown back
and forth between the clarinet and the strings. The strings move in octaves when featured
melodically. Otherwise, the accompaniment is sparse and syncopated. The clarinet seems
to interject dominance by interrupting the string statements with developmental material.
The hemiola motif makes a return in measure 31 (example 5.4), this time written as
descending, arpeggiated minor triads in the clarinet part.
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Example 5.4. Mini Concerto by Gordon Jacob, Movement I, mm. 26-33
© 1980 by Boosey and Hawkes Music Publishers Ltd. Used with permission.

As the development section concludes, the strings ascend in octaves while the
clarinet descends on an augmented scale, which ends on the dominant D minor in
measure 40 (example 5.5). The alternating minor seconds and thirds were also seen in the
exposition. The strings are in octaves in measure 36 with a similar pattern that expands to
a tritone alternated with a minor second in measures 37-38. At this point it is important to
note that the exposition presented only one theme, not the expected two. With a strong
cadence on the dominant, the stage is perfectly set for a secondary theme.
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Example 5.5. Mini Concerto by Gordon Jacob, Movement I, mm. 36-40
© 1980 by Boosey and Hawkes Music Publishers Ltd. Used with permission.

Within the development, Theme B is introduced by the clarinet in measure 41
(example 5.6). The material is not really new, however; it is derived from the first three
notes of the piece. After two measures, the strings enter with an accompaniment
consisting of sparse, metronomic triads and seventh chords. Theme B is much lighter and
carefree, which is indicated by the use of a major key and the employment of the melodic
trill and triplet ornament in measures 44-45. The style of Theme B is also more scalewise, in contrast to the multiple leaps in Theme A. To match the mood, the dynamics
shift from forte to piano.
Theme B is somewhat complex harmonically, but it doesn’t sound complicated to
the ear. Actually, listening to the music is the best way to dissect the harmonic structure.
In measures 41-42, the tonality appears to be shifting to the dominant, D minor. Instead, a
modulation occurs from G minor to B-flat major. The harmonic structure from measures
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Example 5.6. Mini Concerto by Gordon Jacob, Movement I, mm. 41-46
© 1980 by Boosey and Hawkes Music Publishers Ltd. Used with permission.

43-47 sounds like I-I-I-V-I-I-I-V-I in B-flat. However, the chords cannot be analyzed in
such a simplistic way. This sound is created by the presence of multiple leading tones
where the dominant chord would be.
In measure 47 (example 5.7), a great contrast in dynamics and style occurs again,
as the second phrase of Theme B is heard. The dynamic changes to forte, and the melodic
line becomes much more jagged, creating a much more aggressive sound. The melody is
made up of a three-note melodic sequence based on minor seconds and perfect fourths.
The series runs from measures 48-54. In this passage, the clarinet part is full of
accidentals and leaps, which use a lot of side-key work, and make the passage the most
technical section of movement I. The sequence is played three times, the first being the
longest phrase, and the third having a cadential point. The strings continue to accompany
the clarinet with rhythmic chords, most of which are minor triads. Harmonically, the
phrase goes through the keys B-flat major, A minor, F-sharp minor, and back to B-flat
major. The chord progression steadily goes down in perfect fourths, and also moves
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Example 5.7. Mini Concerto by Gordon Jacob, Movement I, mm. 47-56
© 1980 by Boosey and Hawkes Music Publishers Ltd. Used with permission.

through the circle of fifths. Because of the fourth relationships, the progression is very
weak, in contrast to the aggressive melodic line.
After this emphatic statement, the music drops to piano in measure 55, and the
clarinet softly plays a winding sixteenth note passage that leads into more development.
This second area of development begins with a homophonic texture, and then the cello
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enters with melodic material in measure 59, initiating a counterpoint between the strings
and clarinet (example 5.8). In measure 60, the tonality returns to G minor. A modified
fragment of Theme A is stated by the clarinet in measures 61-62, which is followed by
chromatic movement in all the voices. As the counterpoint continues, the sequential
material from Theme B is also heard again, with some melodic alteration.

Example 5.8. Mini Concerto by Gordon Jacob, Movement I, mm. 59-63
© 1980 by Boosey and Hawkes Music Publishers Ltd. Used with permission.

A transition is led by the strings in octaves ending on the dominant D in measure
73 (example 5.9). Melodically, the minor seventh is stressed here as it occurs in measures
69-71. This interval was also a melodic curiosity in the opening statement of the piece
(see example 5.1). The clarinet continues the dominant emphasis as it enters in measure
72 with a written cadenza. This passage is unaccompanied, similar to what would be
expected of a traditional cadenza; however, there is no indication for improvisation or
flexibility in tempo. The passage is composed of sixteenth-note runs based on a
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chromatic scale and a Neapolitan chord, the opening chord of the piece, presented as an
arpeggio.

Example 5.9. Mini Concerto by Gordon Jacob, Movement I, mm. 69-74
© 1980 by Boosey and Hawkes Music Publishers Ltd. Used with permission.

For the conclusion of the cadenza the clarinet trills from dꞌꞌꞌ to e-flatꞌꞌꞌ, resolving
on E-flat, and setting up the Neapolitan chord that began the movement (example 5.10).
The recapitulation begins in measure 81 with the string introduction presented in the
exposition. In measures 84-85, a hemiola similar to measures 22-24 expands the melodic
idea, but it is articulated differently. The harmonic progression within the hemiola moves
step-wise from the dominant to the tonic. In measure 89, the clarinet enters with Theme
A, this time in an embellished form. The chords played by the strings underneath the
melody are different from the exposition—the scoring is different and the pedal is on D
instead of G. From measures 91-94, the music is the same as the exposition, except for
the octave changes in the cello and clarinet parts.
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Example 5.10. Mini Concerto by Gordon Jacob, Movement I, mm. 80-90
© 1980 by Boosey and Hawkes Music Publishers Ltd. Used with permission.

The conclusion of the movement begins in measure 95, as the clarinet departs
from Theme A and begins a transition similar to that found in the cadenza. In measures
99-100, more rhythmic excitement is presented as the clarinet plays two fortissimo
arpeggios based on the Neapolitan and dominant chords respectively (example 5.11). The
alternation of the Neapolitan and dominant chords continues through measure 102. In the
last four measures, the original motif of Theme A quietly returns in the clarinet part and
steadily ascends to G. The strings answer with a fortissimo G major chord, instead of the
expected G minor, as if saying “Yes, this was a challenge, but it was exhilarating, and
you made it through!”
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Example 5.11. Mini Concerto by Gordon Jacob, Movement I, mm. 100-106
© 1980 by Boosey and Hawkes Music Publishers Ltd. Used with permission.

The unity of the first movement is achieved by Jacob’s use of a small amount of
material for the basis of the composition. This is found in the four-measure introduction,
even the first three notes. Another unifying element is the hemiola, which occurs three
separate times (measures 19-21, 31-33, and 84-86). The melodic minor seventh is also
significant. The interval occurs at the ends of the first two phrases, making the listener
unsure of where the piece is going. It is also emphasized in the transitional section before
the cadenza (measures 69-73).
All of the sections end firmly in G minor, which establishes tonality, though this
is blurred in the middles of sections by Jacob’s use of open intervals, parallel chords, and
chromaticism. Tonality, when uncertain, can be confirmed melodically. Theme B goes
into a major tonality, which is unexpected when the transition suggests D minor. The
tonality chosen is the relative major of G minor—B-flat major, which is conventional.
Jacob’s formal structure renders a clear exposition, development, and recapitulation, but
is outside the boundaries of a traditional sonata form. Theme B occurring within the
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development is somewhat irregular, but not exceptional—Beethoven among others
introducing new material in the development in the early nineteenth century.
Movement II: Adagio
Movement two is a beautifully written piece with much opportunity for
expressive playing by the soloist and ensemble. The piece is through composed, with
three distinctive sections (See Figure 5.2). In an effort to play the music expressively,
envisioning each melody as a separate thought is helpful. The mind can shift from
different states as a person contemplates life, and this is what Jacob seems to do with the
music in the Adagio.

Introduction
Theme A
Transitional melody
Theme B
Theme C
Theme A fragment

mm. 1-2
mm. 3-19
mm. 20-23
mm. 24-35
mm. 36-43
mm. 44-47

C Minor
G Minor
C Minor
A Minor
C Major/C Minor
End in C Major

Figure 5.2. Formal Structure of Gordon Jacob, Mini Concerto, Movement II.

Tonality changes throughout movement II, but centers on C, which can be
observed in the opening four bars (example 5.12). The Adagio opens on a pianissimo C
minor chord in the strings. The outside voices stay on this chord, while the inner voices
move toward one another and back again in a stepwise motion. An F major chord with a
flat ninth is created as a result. As the C minor chord is played again, there is a nonharmonic tone on B, which is functioning as a passing tone. The ninth chord is played
once more and followed by the C minor chord, this time with an appoggiatura on D,
which resolves to a C, creating an effective tension and release at the cadence. The
progression is not functional, but sets the tone for the first theme to enter. After hearing
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the piece, this opening makes a lot of sense. The contrasting motion seems to represent
human conflict.

Example 5.12. Mini Concerto by Gordon Jacob, Movement II, mm. 1-5
© 1980 by Boosey and Hawkes Music Publishers Ltd. Used with permission.

The clarinet enters quietly with Theme A in measure 3, and is unaccompanied for
two measures. Within the first three notes of the melody, Jacob uses a diminished seventh
interval, making the melody seem uncertain, like the beginning of the first movement.
After this, the clarinet ascends over two and a half octaves with a melodic line that
appears to be in G minor. Actually, the first fifteen notes in the melodic line are one of
five pitches: G, E- flat, F-sharp, B-flat, or C, which ascend in a scale-like manner.
The strings reenter in measure 6 (example 5.13), the lower voices playing longer
rhythms underneath thick, parallel chords, up to a ninth, in the upper strings. The melodic
line stays in the middle register for a few measures before concluding the phrase with a
quick, arpeggiated fall. The mood created is sorrowful, with the ending sounding like a
sigh. The appoggiaturas found in clarinet part in measures 6-9 create melodic interest
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Example 5.13. Mini Concerto by Gordon Jacob, Movement II, mm. 6-11
© 1980 by Boosey and Hawkes Music Publishers Ltd. Used with permission.

with effective tension and release, adding to the sense of sadness or the act of sighing.
Theme A is stated again in measure 9, this time on the melodic level of B minor. The
melody is expanded a little, but ends incomplete. In measure 13, the phrase is stated a
third time in G minor, finally coming to a conclusion, as the harmonic progression moves
from a strong dominant chord to the tonic in measures 15-16 (example 5.14). At this
point the dynamics have reached mezzo forte.

Example 5.14. Mini Concerto by Gordon Jacob, Movement II, mm. 15-19
© 1980 by Boosey and Hawkes Music Publishers Ltd. Used with permission.
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Tonality is somewhat vague in Theme A, with chords created by the strings that
have non-traditional functions. The melodic line moves clearly from G minor, to B
minor, and back to G minor. Underneath, the parallel movement in the strings is more
coloristic than functional. Aside from the modulations in the melodic line, it is hard to
explain the accidentals, or lack thereof in the strings, which begin in what appears to be
C, but shift to G minor by measure 12, setting up a clear dominant-tonic cadence—the
strongest one found in movement II.
The strings take over the melody in measure 17 at a forte dynamic—the loudest
section of movement II. As the most emotional writing occurs at this point in the piece,
the strong cadence and dramatic shift in dynamics make musical sense. The writing for
the strings in this section is the most beautiful and moving of the entire concerto. The
music wanders from C minor to F minor, then to A minor by a chromatic shifting of the
melodic line, which is given to the cello. Jacob uses several appoggiaturas to add to the
intensity.
In measure 20, a progression of syncopated chords is heard in the upper strings,
which continue the forward motion as the cello melody concludes the opening section
(example 5.15). The use of syncopated chords is a typical occurrence in many transitional
phrases in 18th and 19th century music. In measure 22, a motif similar to measure 3 is
heard in the cello, reminding the listener of Theme A as this section of the piece
concludes. Throughout Theme A, because of the slow tempo, q = 42, and sparse
accompaniment, a rubato style of playing is implied in the cello and clarinet parts. The
music also stirs expressive energy, and it is crucial for the performers to play beyond
what is seen on the page.
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Example 5.15. Mini Concerto by Gordon Jacob, Movement II, mm. 20-23
© 1980 by Boosey and Hawkes Music Publishers Ltd. Used with permission.

Theme B begins in measure 24 (example 5.16). The tonality has shifted to A
minor, and a new melody is introduced by the clarinet. Jacob begins Theme B with much
more stability, yet no strong functionality, employing a primarily triadic harmony over a
melody based on fifths and arpeggios. The music creates a more reflective mood, a nice
contrast to the emotional Theme A. The strings accompany the clarinet with arpeggiated
triplets throughout, but the melody remains in a duple pattern, with the exception of the
sextuplet in measure 26. In the piano reduction, Jacob orchestrated the arpeggios as
triplet chords. In addition to the perfect fifth leaps, in measures 27-28 the clarinet leaps a
major sixth, from aꞌꞌ to f-sharpꞌꞌꞌ, which feels even larger for the clarinetist because of the
register change. Until this point in movement II, large leaps have gone down, instead of
up.
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Example 5.16. Mini Concerto by Gordon Jacob, Movement II, mm. 24-28
© 1980 by Boosey and Hawkes Music Publishers Ltd. Used with permission.

After five measures of stability, the tonality begins to rapidly shift in measure 29,
as result of a chromatically moving melodic line (example 5.17). The music moves
through E-flat minor, C major, F-sharp minor, E-flat/D-sharp minor, A minor, and finally
E-flat minor. The sparse bass line is made up of minor thirds going to tritones, adding to
the instability. In measure 32, Jacob uses enharmonic notes in the clarinet part, probably
to match measure 29, which is almost identical. It is conceivable that sharps are used in
the string parts because they follow the F-sharp minor chord. All of the root notes,
including enharmonic spellings, fit within G minor, the tonality that is assumed in Theme
A. With the rapid modulations of both major and minor modes, this section seems to
represent a sorting out of different emotions, like one working through a life situation,
taking in the positives and negatives.
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Example 5.17. Mini Concerto by Gordon Jacob, Movement II, mm. 29-35
© 1980 by Boosey and Hawkes Music Publishers Ltd. Used with permission.

The last section of the piece begins in measure 36 (example 5.18). The tonality
immediately shifts to what appears to be C major, changing the mood yet again. Theme C
is more uplifting, possibly representing life going forward or resolution. The upper
strings accompany the melodic line, rocking back and forth from C major to D minor
above a C pedal in the lower strings. This musical effect sounds like a running brook,
emphasizing more forward motion. This idea continues in measure 40, but modulates to
the parallel minor. Because there are no functional chord progressions here, tonality is
mentioned loosely. Also, the melody is modal rather than major or minor, centering on G
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instead of C. In measure 40, the C pedal continues over rocking E-flat major and F minor
chords. As in the second theme, triplets mixed with duple rhythms are used, but this time
the triplets are found in the clarinet part.

Example 5.18. Mini Concerto by Gordon Jacob, Movement II, mm. 36-40
© 1980 by Boosey and Hawkes Music Publishers Ltd. Used with permission.

In measure 42, the chords change to G minor and A-flat major over the dominant
G pedal (example 5.19). The most technical passage of this movement happens in
measure 43, as the clarinet plays sixteenth-note triplets, which push toward the final
phrase of movement II. A harsh dissonance occurs in measure 44, where the motif from
Theme A returns, this time a step below the original statement, but in the upper range.
Underneath this melody, a D-flat major chord is sustained over the G pedal in the
strings—the Neapolitan over the dominant of C. This sound is a somewhat alarming after
the previous consonant material. A profound statement seems to be made here by Jacob
as he repeats the sorrowful motive of Theme A: that our lives are forever changed by the
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events of the past. The movement ends with a resolving C major chord, instead of C
minor.

Example 5.19. Mini Concerto by Gordon Jacob, Movement II, mm. 42-47
© 1980 by Boosey and Hawkes Music Publishers Ltd. Used with permission.

Movement III: Allegretto moderato
In keeping with Jacob’s formal design of a symphony, the third movement of the
Mini Concerto resembles a minuet and trio form, because of the triple meter and rounded
binary structure. However, the movement does not have the expected formal design
because of the absence of repeats and tonal shifts—it is a ternary ABA form. There are
two contrasting themes. Theme A is light and staccato with a modal dance-like melody.
The second theme is a more legato melody in a contrasting major key. A structural
outline of movement III is displayed in Figure 5.3.
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Introduction
Theme A
Transition
Theme B
Transition
Theme A’

mm. 1-4
mm. 5-15
mm. 16-19
mm. 20-36
mm. 37-44
mm. 45-54

F Major
A-flat Major/F Major/A Minor
F Major/B-flat Major
B-flat Major
F Major
A-flat/B-flat/F Major

Figure 5.3. Formal Structure of Gordon Jacob, Mini Concerto, Movement III.

As in the first two movements, the strings give a short introduction with a light,
carefree melody in the first four measures (example 5.20). The texture is contrapuntal,
with lots of rhythmical energy, similar to high Baroque music. In measure 5, Theme A is
then taken over by the clarinet. The strings continue the counterpoint in a register slightly
underneath the soloist. Theme A has two contrasting phrases, the first of which is seen
here. Consecutive perfect fourths, light staccato markings, and a piano dynamic marking
are important features in the first phrase. The melody is joyful, and sounds as if it could
be an English folk song.
Even though it can be analyzed according to major and minor key systems, the
melody sounds modal at times, further explaining the folk-like qualities. Weak cadences
are one example of this. In measure 4, there is a flatted seventh, and weak cadences occur
in both measures 4 and 8. Harmonically, the movement begins in F major, and then
suddenly shifts to A-flat major in measure 5 briefly, before shifting back to F major in
measure 6. The D, F-sharp, A seen in measure 8, makes the passage look as though it is
modulating to D major, or even G major or minor, but Jacob harmonically goes in
another direction.
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Example 5.20. Mini Concerto by Gordon Jacob, Movement III, mm. 1-8
© 1980 by Boosey and Hawkes Music Publishers Ltd. Used with permission.

The second phrase of Theme A begins in measure 9, and is characterized by a
minor mode, more legato articulations, and the use of triplets (example 5.21). The mood
changes from cheerful to melancholy as the tonality shifts to A minor, which is not
expected. There is also a contrasting dynamic level, which is raised to mezzo forte. In
unison, the violins accompany the clarinet here, while the other strings rest, creating a
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duet of contrapuntal voices. Theme A concludes in F major, with a return of the
descending perfect fourth motif from the first phrase. The melodic perfect fourth is one
commonality between the first and second phrases.

Example 5.21. Mini Concerto by Gordon Jacob, Movement III, mm. 9-13
© 1980 by Boosey and Hawkes Music Publishers Ltd. Used with permission.

A four-measure transition begins in measure 16, as the strings replay the opening
two bars, with some very minor harmonic alterations (example 5.22). The clarinet enters
in measure 18, playing a variation of first phrase. The key shifts from F major to B-flat
major, and cadences on the dominant. Sixteenth-note passing tones descend to the tonic
in the lower strings, leading into the next section of the piece.
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Example 5.22. Mini Concerto by Gordon Jacob, Movement III, mm. 16-19
© 1980 by Boosey and Hawkes Music Publishers Ltd. Used with permission.

Theme B begins in measure 20 (example 5.23). There is a significant dynamic
change to forte in the clarinet part, making the passage more emphatic. The song-like
melody heard here is similar to what would be expected in a trio section of a minuet and
trio—a contrasting style in a different key. Theme B is heard twice, without repeats. In
the first statement, the strings accompany the clarinet with very functional chords that
move to chromatic neighboring chords, creating a playful sounding dissonance below the
melody.
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Example 5.23. Mini Concerto by Gordon Jacob, Movement III, mm. 20-23
© 1980 by Boosey and Hawkes Music Publishers Ltd. Used with permission.

Theme B is heard again in measure 30, this time an octave below in the clarinet’s
chalumeau register (example 5.24). The second statement of Theme B is different in
several ways. The dynamic is softer—mezzo forte. Jacob’s use of the lower clarinet
register here also contributes nicely to this dynamic change. The string accompaniment is
significantly different as well, playing consonant triads above the melody. These chords
are mostly in first inversion, functioning as passing tones, and move up and down
primarily in parallel motion. The dynamic is softer in the strings, so that they do not
overpower the melody. The restatement of Theme B is one small exception in the entire
piece where the strings are playing in a higher register than the clarinet. Because of the
mezzo piano dynamic marking and the light pizzicato, the clarinet melody is still able to
project over the accompaniment.
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Example 5.24. Mini Concerto by Gordon Jacob, Movement III, mm. 28-31
© 1980 by Boosey and Hawkes Music Publishers Ltd. Used with permission.

In measure 36, the key returns to F major. Theme B wanders in a new direction in
measures 38-39, and new melodic material appears in measure 40, serving as a transition
for the restatement of Theme A (example 5.25). The upper strings accompany the melody
with rhythmic material found in Theme A, while the lower strings play a descending
scale on F. The reminder of Theme A hints at the material that is forthcoming. In measure
44 ascending triplets in the clarinet part lead into the restatement of Theme A. This triplet
idea was also used by Jacob in the transitional passages in movements one and two.12
Theme A returns in measure 45 in the strings, this time in a contrasting legato style and a
slower tempo marked meno mosso. The melody is identical to the opening four measures,
while the harmony has some slight variation, but uses the same chord progression.

12

In movement one the triplet passage occurs in measure 39 as transitional material to the
second theme, which occurs within the development. It also occurs in measure 100 as transitional
material for the conclusion of movement one. Triplet sixteenths also occur in measure 43 before
the first theme is restated in the conclusion of movement two.
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Example 5.25. Mini Concerto by Gordon Jacob, Movement III, mm. 37-44
© 1980 by Boosey and Hawkes Music Publishers Ltd. Used with permission.

In measure 49 the original tempo returns (example 5.26), and the clarinet repeats
the melodic passage in the original style and tempo, but the second and fourth measures
of the phrase are altered, creating a stronger ending. The tonality briefly passes through
A-flat again before the piece concludes with pizzicato chords firmly in F major. The
dynamics in the last section of movement two gradually fade from a mezzo forte to a
pianissimo in all of the voices.
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Example 5.26. Mini Concerto by Gordon Jacob, Movement III, mm. 49-54
© 1980 by Boosey and Hawkes Music Publishers Ltd. Used with permission.

The idea of the perfect fourth is significant in movement three. It is the primary
melodic idea in Theme A, and it occurs harmonically in Theme B with the tonal shift
from F major to the subdominant, B flat major, a perfect fourth. The predominance of the
perfect fourth continues into the final movement of the concerto. As mentioned before,
the triple meter and contrasting themes are very traditional ideas, but Jacob uses a ternary
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form instead of the expected Classical minuet and trio form. Another unexpected idea is
his use of modal melodic ideas, which gives the piece a more modern sound.
Movement IV: Allegro vivace
The fourth movement of the Mini Concerto was described by Jacob as a
tarantella,13 a lively folkdance that originated in southern Italy. It was eventually used in
art music from the seventeenth century through modern times. Characteristics of this
dance are regular phrases with melodies ornamented with neighboring tones, scale
patterns, and arpeggios. The meter is usually 6/8, with a brisk tempo and perpetual
rhythmic activity. In the nineteenth and twentieth centuries, tarantellas were popular
concert pieces for piano. They were also used as the final movement of a sonata,
symphony, or suite.14
Jacob’s tarantella fits all of these descriptions. It sounds like a folk dance, but of
English origin. It is modal and the ritornello section has a very regular pulse suitable for
dancing. Regular phrasing, neighboring tones, scale patterns, and arpeggios are all
characteristic of the primary theme. The meter is 6/8, and it is the final movement of the
concerto. The form is also a rondo. There are two more contrasting themes in movement
IV, which are separated by the ritornello theme, as in a typical rondo (see Figure 5.4).

13

Gordon Jacob, Clarinet Concertos, Notes.

14

Erich Schwandt, “Tarantella,” Oxford Music Online, http://www.oxfordmusiconline.
com (accessed November 13, 2011).
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Introduction
Theme A
Transition
Theme B
Theme A’
Transition
Theme C
Development
Theme A’
Ending

mm. 1-4
mm. 5-36
mm. 37-44
mm. 45-68
mm. 69-93
mm. 94-101
mm. 102-34
mm. 135-60
mm. 161-84
mm. 185-95

G Minor established
C Dorian in B-flat/D Phrygian (D Minor)
End on C major, the dominant of F
Tonal center on F
C Dorian/D Phrygian (D Minor)
End on G minor, the dominant of C
Tonal center on C
Theme A material stated in fragments
G Minor/C Dorian in B-flat
G Minor

Figure 5.4. Formal Structure of Gordon Jacob, Mini Concerto, Movement IV.

The movement begins with a four-measure introduction by the strings, playing
pizzicato arpeggiated chords on G and D minor (example 5.27). The clarinet enters in
measure 5 with Theme A. This theme is characteristic of the tarantella dance, which had
a close association with the tarantula spider, the antidote to its bite thought to be the
dance.15 The melody actually sounds like the scurrying of a spider.
The quiet, yet energetic melody is mostly made up of scale patterns, with upper
and lower neighboring tones. A perfect fourth leap is also prevalent, and a very important
unifying feature of the entire movement. Though the beginning measures indicate G
minor as the tonality, it quickly becomes apparent that the melody is in the Dorian mode
with the melodic emphasis on C. In measures 5-6, the chords rock from C to G,
establishing a tonic-dominant relationship and further emphasizing the modality. Theme
A is very similar to an English folk dance, with its modal traits and compound meter.

15

Harvard Concise Dictionary of Music, 12 ed., s.v. “Tarantella.”
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Example 5.27. Mini Concerto by Gordon Jacob, Movement IV, mm. 1-12
© 1980 by Boosey and Hawkes Music Publishers Ltd. Used with permission.

Fortissimo upper strings take over the melody in measure 17. The lower strings
have brisk arpeggiated triads underneath the melody this time, instead of chords. In
measure 21, a new rhythmic motif is introduced (example 5.28). The strings play in
octaves and the tonal center shifts to D, the Phrygian mode. The clarinet answers in
measure 25 with more triplet figures. Underneath, the sparse string accompaniment
consists of open seventh chords that resolve to triads in contrary motion. The emphasis
on D is emphasized further by the dominant to tonic movement in measure 28. In
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measure 29, a counterpoint begins as the strings play the rhythmic motif introduced in
measure 21. Jacob uses a variety of textures within this piece, with examples of
monophonic, homophonic, and polyphonic types displayed in this excerpt.

Example 5.28. Mini Concerto by Gordon Jacob, Movement IV, mm. 21-32
© 1980 by Boosey and Hawkes Music Publishers Ltd. Used with permission.

A transition begins in measure 37, with the upper and lower strings moving in
octaves (example 5.29). The melodic line consists of an intervallic sequence: minor
second, minor second, augmented second. This occurs three times within measures 3775

41. Though there are no chords, Jacob seems to be moving through a series of secondary
dominants: E–A–D–G–C. The tonality enters C minor briefly modulating to C major,
which is secured by a fortissimo C major arpeggio. C major serves as the dominant of F,
the pitch center of Theme B.

Example 5.29. Mini Concerto by Gordon Jacob, Movement IV, mm. 37-44
© 1980 by Boosey and Hawkes Music Publishers Ltd. Used with permission.

In Theme B, the tonality is centered on F, the dominant of B-flat. Though much
chromaticism is found melodically and harmonically throughout, there are clear
dominant-tonic relationships between C and F (example 5.30). The clarinet melody is
made up of slower rhythmic values and stays in the upper register for most of the
passage. Perfect fourths, perfect fifths, and minor seconds are the only intervals used
melodically from measures 44-60, with the exception of a minor sixth found in measure
56. The melodic style is legato, with most of the notes slurred in the clarinet part. In
contrast, the sparse harmony primarily consists of chromatically moving staccato chords,
moving in parallel motion. As Theme B comes to a conclusion, the tonality enters F
minor briefly in measures 61-64. The section concludes on another arpeggiated chord in
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Example 5.30. Mini Concerto by Gordon Jacob, Movement IV, mm. 45-68
© 1980 by Boosey and Hawkes Music Publishers Ltd. Used with permission.
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the strings, this time on F major. The clarinet plays a triplet run on a chromatic scale from
F to C, which leads into another statement of Theme A.
As expected, Theme A is slightly different this time; however, no new material is
introduced. The texture and voicing are the most distinctive variations. The strings play
the melody beginning in measure 69, and then hand it over to the clarinet four measures
later. The accompaniment is noticeably different, using a mixture of open chords and
triads in the lower strings, but the progression is the same. As the clarinet takes over the
melody, the strings play a counterpoint. The melodic material that first appeared in the
clarinet part in measure 25 is given to the strings in the second statement. The rhythmic
motif that occurred in measure 21 is out of order and emphasized more in this section,
which is achieved by repeat signs from measures 85-92. In measure 94, the transitional
material is heard again in the strings, this time a fourth below the original statement. The
restatement of Theme A concludes with the strings playing a G minor arpeggio in
octaves. This chord functions as the dominant of C, the key center of the next theme.
Theme C begins in measure 102, and the key signature changes to all naturals
(example 5.31). In this section of the piece, Jacob uses a creative play of intervals based
on perfect fourths both melodically and harmonically. The upper strings play stacked
perfect fourths that are separated by a major second, creating dissonance, while the bass
line rocks back and forth, primarily from C to G, emphasizing the tonal center of C. A
steady rhythmic sequence in the accompaniment keeps the music moving forward.
Because of perfect fourth emphasis, the clarinet melody has a very open sound. In
measure 112, the accidentals B-flat, E-flat, and A-flat occur, as the key suddenly shifts to
the parallel minor, then returns C major in measure 114.
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Example 5.31. Mini Concerto by Gordon Jacob, Movement IV, mm. 102-17
© 1980 by Boosey and Hawkes Music Publishers Ltd. Used with permission.

Starting in measure 118, Theme C is repeated on the level of D flat, what sounds
like a chromatic modulation, but is still found within the series of perfect fourths
(example 5.32). By measure 123, the key center has shifted back to C, and a cadence
occurs on a C major chord in measure 133. Indicated with repeat signs and first and
second endings, measures 118-132 are heard again.
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Example 5.32. Mini Concerto by Gordon Jacob, Movement IV, mm. 118-34
© 1980 by Boosey and Hawkes Music Publishers Ltd. Used with permission.
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Beginning in measure 134, a development of Theme A occurs instead of a
restatement. Important motifs from Theme A reappear in fragments, and the key is very
unstable. The key signature returns to two flats in measure 139. Throughout this section,
the dynamics remain fortissimo. The climax of the piece begins in measure 147, with a
technical passage for the clarinetist: a fragment of Theme A is stated on the level of D
flat before turning into a chromatic ascension (example 5.33). The strings play a hemiola
in measures 149-150, creating a three-four meter against the compound six-eight meter.
In measure 151, the clarinet trills on a D, while the strings bow fiercely on an arpegiatted
D major chord. Transitional material begins in measure 155. Winding melodic material
derived from Theme A is played by the soloist as the music gradually decrescendos to
piano. The range also falls from the altissimo register to the throat register. The rhythmic
motif found in Theme A is played by the strings in counterpoint with the clarinet. In
measure 159, the clarinet ascends as the strings descend chromatically, with all parts
leading to C, setting up a restatement of Theme A.
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Example 5.33. Mini Concerto by Gordon Jacob, Movement IV, mm. 147-62
© 1980 by Boosey and Hawkes Music Publishers Ltd. Used with permission.
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Beginning in measure 161, Theme A is repeated almost verbatim as it appeared in
measure 69. The noticeable change begins is measure 185 (example 5.34). Instead of a G
minor arpeggio, a chromatic passage occurs, and ends with a descending D major
arpeggio. Following this, an ascent begins in the clarinet part in measure 188, which is
accompanied by chords on the downbeats in the strings. The conclusion of the piece uses
a variation of the sequential intervals introduced in measure 37: minor second, minor
second, augmented second. The clarinet plays this motive with added chromatic

Example 5.34. Mini Concerto by Gordon Jacob, Movement IV, mm. 185-95
© 1980 by Boosey and Hawkes Music Publishers Ltd. Used with permission.
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neighboring tones. The melody ascends to a G as the entire ensemble plays a fortissimo
arpeggiated G minor chord, ending in octaves. The clarinetist ascends to the highest note
of the piece, gꞌꞌꞌ, the altissimo aꞌꞌꞌ on the B-flat clarinet.
Jacob’s use of the perfect fourth serves as a unifying element in movement IV. In
Theme A, it occurs in the melodically winding tarantella section. The perfect fourth is the
first interval in Theme B. This interval and its inversion, the perfect fifth, are
predominant intervals throughout this contrasting section. Also, the tonal center shifts
from C to F, a perfect fourth. Theme C makes the interval’s significance extremely
evident, as it is found melodically and harmonically throughout. The movement ends in
G minor, which ties it with the first movement, which begins in G minor. Tonally the
piece has come full circle.
The ending tonality is somewhat surprising, because the major part of movement
IV, the returning Theme A, was based on the Dorian mode in B-flat. However, the piece
began on a G minor chord, which went to D minor, establishing G minor as the key.
Many cadences occur on G or D major and minor throughout the movement, though
other key centers are also established, such as F and C. Traditional key centers are
certainly not present, but Jacob uses related tonalities throughout. For example, G is the
dominant of C, F is the dominant of B-flat, and G minor is the relative minor of B-flat.
Jacob makes use of these relationships both creatively and effectively.
Conclusion
The Mini Concerto is four movements of rather diversified material, though each
movement is unified within itself. Movements one and two are neoclassical, with loose
structural forms and Jacob’s modern, but conservative tonal language. Movements three
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and four use traditional forms, but melodically seem more inspired by English folk
tradition. The performer has opportunity to show off technical skill in movements one
and four. Expressive playing is definitely required for the second movement, and the
changes of mood in the contrasting themes of the fourth movement. The piece is
moderately difficult and similar to the technical demands of a concerto written between
1790 and 1860.16 The orchestra is also treated in a similar way as it is featured in
introductory and transitional passages.
King spoke of the Mini Concerto briefly in her interview with Andrea
Cheeseman:
Oh, that’s another piece … the Mini Concerto, Gordon Jacob wrote for me,
as a result of my choosing to do his quintet. He was a very elderly man at this
time … He just wrote a piece and sent it to me. I didn’t commission it, or
anything. This Gordon Jacob [Mini Concerto] is much more old-fashioned,
much more light.17
The Mini Concerto is “old-fashioned.” One might find it hard to guess 1981 as the date of
the work, as it could clearly fit within the first half of the twentieth century, in the years
1920-1950, when neoclassicism was widely popular.18 In the Mini Concerto Jacob used
musical techniques that make the piece sound distinctly English, which would have
interested King; however, she did not limit her performances and recordings to English
composers who had nationalistic tendencies. Jacob did not feel that his compositions
should reflect the musical trends of the day, as they changed dramatically in his lifetime,
16

The Mozart Concerto was written in 1791. Other fine concertos were written later by
composers such as Weber, Spohr, Stamitz, and Crusell.
17

Andrea Cheeseman, “Thea King and Pamela Weston,” 115-16.

18

Harvard Concise Dictionary of Music, 12 ed., s.v. “Neoclassicism.”
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especially after 1960. He wrote what pleased him.19 He was not a great innovator, but
was an exceptional composer, as his Mini Concerto exemplifies. This brief work is
packed with great orchestration, tuneful melodies, thoughtful clarinet writing, and
accessibility for every listener. It is a great addition to a recital program for an advanced
player and a good piece for less experienced players ready to venture away from Mozart
and Weber to more modern music. The concerto is also great fun to play.
Notes on Thea King’s Performance
King’s Hyperion recording provides a good resource for a clarinetist preparing the
Mini Concerto, as she had access to Jacob for any performance questions that might have
arisen during practice or rehearsals. With King’s performance being the premiere, she
also was free from the influence of another performer’s interpretation.20
The Allegro is the most technical of the four movements for the soloist.
Throughout the piece there are wide leaps, numerous accidentals, and specific
articulations to observe. Large dynamic contrasts are employed, and Jacob exploits wide
ranges in the string and clarinet parts. The tempo remains steady, though Jacob’s periodic
use of hemiolas briefly interrupts this rhythmic stability. The clarinet is featured
throughout the movement, with the exception of the strings’ prominent role during
introductions and transitions.
The clarinet part in Movement I is ideal for King’s technical virtuosity. She takes
the tempo at the fastest speed indicated, q = 120. Jacob gives a range of 112-120 in his
19

Geoff Ogram, “Gordon Jacob: Musical Works,” MusicWeb International,
http://www.musicweb-international.com/classrev/2004/Feb04/Gordon_Jacob.htm (accessed July
13, 2011).
20

Gordon Jacob, “Mini Concerto,” English Clarinet Concertos, vol. 1.
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score. King’s tempo adds to the technical demand of the piece, but also intensifies the
excitement if the performer can negotiate the speed. Since most of the technical work
appears in the development section of the piece, the soloist’s ability to play this area
should be the determining factor for setting performance tempo. Jacob does not indicate
any changes in tempo within this movement, but King adds a few pauses. Jacob includes
a technical cadenza in this movement, which is not unusual in the first movement of a
concerto. Many Classical cadenzas were improvised by the performer, but Jacob wrote
his out, as many later composers tended to do. Within the cadenza in measure 75, King
gives more time before playing a descending chromatic run, probably to accommodate a
full breath. This is a very logical thing to do before playing a lot of notes, and there is no
accompaniment here to dictate the tempo. She also slows down very slightly when
playing the last three notes of the piece, which emphasizes the conclusion of the
movement. This small ritardando is easily communicated to the string ensemble, who
play the final chord.
King exercises great control of the technical demands of this movement. Jacob
uses a small variety of articulations comprised of slurs, staccatos, and accents, but they
are constantly changing throughout the movement. King’s articulations are precise and
clear, regardless of range or dynamic, particularly in the upper range where control can
be more difficult. In measures 55-60, King’s technique is extremely smooth and
controlled going back and forth over the registers, especially around the break. The
passage uses many keys on the left side as well, which can cause tension in the fingers
and palm. King also plays an impressive decrescendo in the concluding phrase of
movement one, which can be hard to control while playing staccato in the upper register.
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King creates different tone colors within the Allegro. The exposition is
confidently stated with very punctuated articulations. When she lands on the low notes at
the end of the run in measure 17, her tone is big and rounded. In contrast, the legato
passage in measure 55 is velvety and soft. King seems to be floating above the string
section as she changes her tone color to a soft, gentle whisper. Her sound is never airy,
however, indicating great control of air speed. She most likely changed her tongue and
jaw position to create these sounds as well. The darker, lower tones can be achieved by
an “ah” position, while the lighter tones can be created by an “ee” position. The
contrasting themes in movement I indicate a necessary change in mood, and King
displays her ability to play aggressively as well as delicately.
Throughout the work, with few exceptions, King stays true to Jacob’s
articulations. In measure 78, King emphasizes the eighth notes, which is very effective
for marking the end of the musical phrase. No articulation is indicated by Jacob here. She
also tongues the eighth notes in beat two of measure 96, instead of slurring them,
probably to give more push toward the conclusion of the phrase. In measure 99, King
gives more length to the eighth note at the beginning of the A flat arpeggio. Doing so
steadies the fingers, and emphasizes the fall of the melodic line. She does not do the same
thing to the following D arpeggio, however, but pushes through the passage.
Even though the Allegro sounds like something written during the twentieth
century, the technical demands are comparable to what would be expected of late
eighteenth and nineteenth century concertos. The clarinetist finds tuneful melodies,
running scale patterns and arpeggios, and the use of all three registers, of which the
altissimo is used sparingly. King proved that she could master this style of playing in her
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earlier recordings of composers such as Spohr, Mozart, and Crussell. Unlike the common
practice of articulation flexibility in early concertos, King’s playing is precise and in
keeping with the markings of the composer, with few personal additions.
Movement II is a challenge in musical expression and control, rather than a
technical piece for the clarinetist. Understanding the phrasing, using good control of the
embouchure and air speed, and knowing pitch tendencies are all skills that the clarinetist
needs to address while studying this piece.
One place in the music where King used exceptional pitch control is on the
altissimo F-sharp in measure 28, which is approached by leap. This note can have
response issues, and the note’s intonation can also be an issue. Jacob or King added a
crescendo here, which helps with response. Thomas Ridenour’s book Clarinet Fingerings
offers eighteen different fingerings for this note, and describes the intonation tendencies
for each alternative fingering.21 King possibly used one of the long fingerings for the
altissimo f-sharpꞌꞌꞌ. She had a fondness for these fingerings as well as overblowing bꞌꞌ for
an altissimo gꞌꞌꞌ.22 Another possible fingering is to overblow b-flatꞌꞌ for the altissimo fsharpꞌꞌꞌ. Doing so works very well in this passage, because the note speaks effortlessly,
though controlling the sharpness of the pitch might take some practice.
The tempo is very slow and parts of the piece suggest the use of rubato, especially
where the clarinet is alone or accompanied with slow moving chords. There are no
21

Thomas Ridenour, Clarinet Fingerings: A Comprehensive Guide for the Performer and
Educator (United States: Leblanc Corporation, 1986), 22-23.
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musical instructions by Jacob that indicate a flexible tempo, other than the word
“expressive,” which is given to the strings in measure 17. The tempo taken by the
ensemble at the beginning of the movement is what is indicated, q = 42. King plays the
cadenza-like passages in the opening statement rubato, and usually gives more emphasis
to the notes at the conclusions of phrases. She slows down the last three notes of measure
11, which push into the altissimo E in the next measure. The last four notes of measure
15 are also emphasized by slowing down. The cello pushes the tempo forward slightly
when it is featured in measure 17. Theme B is played with a steady tempo. King speeds
up in Theme C to approximately q = 44, but immediately returns to the original tempo in
measure 44, when part of Theme A is heard again. Doing so makes sense musically, and
adds more emotional expression to the conclusion of the piece. She adds a ritardando to
the final three notes of the movement and also punctuates them for more finality. Overall,
King’s tempo choices and use of rubato naturally fit what is going on musically.
In addition to tempo, several other musical ideas that are not indicated in the score
can be heard when analyzing King’s interpretation, such as phrasing and articulations.
Because no breath marks are indicated, King’s choices are helpful to observe, since she
had the opportunity to consult with Jacob. The first breath mark is between the first and
second sixteenth notes of beat three in measure 6 (example 5.35). This is a logical place
to breathe within the long phrase stretching from measure 3 to the downbeat of measure
9. It is after a decrescendo and between slurs. King’s second breath is after the second
eighth note in measure 9, where the second phrase begins. Her next breath occurs at the
conclusion of the second phrase, which is the end of measure 12. The second phrase
seems unfinished when the third phrase clearly begins, with the large octave leap and the
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repeat of opening material up on octave. King’s breath accentuates the irregular phrase. A
less abrupt breath could also be taken after the tied G-sharp in measure 14.

Example 5.35. Mini Concerto by Gordon Jacob, Movement II, mm. 3-16
© 1980 by Boosey and Hawkes Music Publishers Ltd. Used with permission.

In Theme B, King plays several long phrases, which are beautiful if one has the
air capacity. If not, quick breaths on the third beat work in several measures, as long as
the performer does not take too many. King’s first breath is before the pick-up to measure
29 (example 5.36). The crescendo and decrescendo markings in measures 27-28 imply a
breath. Many players would want to take a breath on count three in measure 27, to feel
more confident in placing the altissimo f-sharpꞌꞌꞌ. The next long phrase can be divided up
into four smaller parts, where a melodic sequence is found. With two breaks in sound,
King seems to breathe twice in measure 31—before the second beat and before the pickup to measure 32. No logical reason exists for doing so, except that she possibly ran out
of air. The breath after the G-sharp is reasonable, but the D-sharp to G-sharp, which is
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slurred, should not be interrupted with a break in sound. In addition to phrase markings,
King accents the downbeats of measures 29 and 30, probably to stress new melodic
direction and rapid modulations. A cadenza-like passage in measure 35 leads into the last
section of movement two. King breathes where this phrase begins on the second eighth
note of beat one.

Example 5.36. Mini Concerto by Gordon Jacob, Movement II, mm. 24-35
© 1980 by Boosey and Hawkes Music Publishers Ltd. Used with permission.

In Theme C, King takes her first breath between beats two and three in measure
37, where the consequent of the phrase begins (example 5.37). Doing so arguably takes
away from the effectiveness of the crescendo in the same measure; however, this place is
a logical division of two smaller phrases within the larger one. Her breath does not take
away from the musical line, and also helps her carry the longer phrase that follows. King
breathes between beats two and three in measure 40, which is within three slurred notes.
Her choice makes more musical sense, because of the contour of the melodic line. In
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measure 43, King takes a logical breath before the sixteenth note triplets, which change
register and lead into the return of Theme A. King takes her last breath before the
downbeat of measure 45 to help sustain the held note at the end of the piece. By looking
at the phrase markings in the score, there is another suitable breath choice—before beat
three of measure 45.

Example 5.37. Mini Concerto by Gordon Jacob, Movement II, mm. 36-47
© 1980 by Boosey and Hawkes Music Publishers Ltd. Used with permission.

King uses a straight tone throughout, with no vibrato, which is a characteristic of
her playing style. Some performers might prefer to use vibrato in movement II to add
more personal expression to the music. Like her teacher Thurston, King was not a
proponent of using this technique. Without getting into the controversy of vibrato versus
no vibrato on the clarinet, the longer rhythmic values and slower tempo give much
opportunity for this tone color if it is desired by the performer. King has a change of
timbre in Theme B, which sounds very soft and translucent. The various clarinet ranges
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explored also add distinctive tone colors within the piece, with or without the use of
vibrato.
The greatest musical challenge for the soloist and the ensemble is to understand
what Jacob is saying through the music. The emotional states of longing, reflection, and
resolve have been suggested in this analysis. With the tragedy of losing her husband after
eleven months of marriage, it is probable that King could relate emotionally with
movement II. Perhaps her personal story was on Jacob’s mind as he wrote this
movement. The music certainly seems to be conveying something quite profound.
However the performers choose to interpret this piece, they need to look inward and draw
musical ideas from their own personal experiences. Then they can truly connect
emotionally with the listeners.
Movement III is not very difficult for the clarinetist technically. Jacob’s melodic
writing and key choice align well with the mechanics of the instrument. Keeping the
staccato articulations light in every register is a skill the clarinetist needs in order to play
this piece well. Some intonation issues can possibly occur within the dynamic ranges of
the piece. The forte in Theme B could cause some notes to be flat, while the decrescendo
into the upper range at the end of the piece can possibly be sharp. These are typical
intonation issues that occur naturally because of the acoustical design of the clarinet. The
performer needs an understanding and awareness of these tendencies to correct any
intonation issues that might occur in performance.23 Finally, being sensitive to the
23

Playing louder dynamics tends to lower the pitch, and playing softer dynamics tends to
raise the pitch. Few notes on the clarinet are typically flat when using a moderate dynamic range.
Playing louder dynamics can work in favor of the natural sharpness of a pitch; however, playing
softer dynamics tends to worsen the intonation issue. By dropping the jaw and relaxing the
embouchure, the pitch can be lowered. Alternate fingerings are options on several notes, as well
as lowering the fingers over the tone holes of the instrument.

94

stylistic changes within the movement is very important in achieving a good
performance.
King adds several ideas to the simple design of Jacob’s third movement. There are
two written tempo changes within the piece, but King adds a few more. In measure 29,
before the restatement of Theme B, she adds a ritard in the concluding notes of the phrase
(example 5.38). King also plays a rubato in measures 39 and 40, which marks the end of
Theme B. The transitional material afterward is played a tempo. King adds a ritardando at
the sixteenth note triplets in measure 44. Doing so helps to initiate the tempo change at
the meno mosso. All of King’s tempo changes are located at the end of a section or
phrase, giving these places more finality. This type of musicality is both effective and
natural.

Example 5.38. Mini Concerto by Gordon Jacob, Movement III, mm. 28-29
© 1980 by Boosey and Hawkes Music Publishers Ltd. Used with permission.

King’s articulations are true to the notated part with few exceptions. In measure 6,
she slurs the first two notes, instead of tonguing them. Whether intentional or a mistake,
it seems to have little effect on the phrase as a whole. King adds more weight to certain
notes in the piece, which gives more direction to the melodic line. In measures 9-11, beat
two is emphasized, adding more emotion to the passage (example 5.39). Beat three is
projected more in measures 12-13, which gives the phrase more direction. In measure 28,
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Example 5.39. Mini Concerto by Gordon Jacob, Movement III, mm. 9-13
© 1980 by Boosey and Hawkes Music Publishers Ltd. Used with permission.

she emphasizes counts one and two (see example 5.38). Doing so emphasizes the
repeated motif and also helps to announce the end of Theme B. In measure 44, King
emphasizes the first note of each triplet (example 5.40). This is also where she inserted a
ritardando. Her punctuation leads the ensemble, which is rhythmically active here. All
other articulations in the piece are very accurate and executed well, especially in the
softer dynamic ranges, no matter what register.

Example 5.40. Mini Concerto by Gordon Jacob, Movement III, mm. 44-45
© 1980 by Boosey and Hawkes Music Publishers Ltd. Used with permission.

96

Movement IV provides significant technical demands for the clarinetist,
especially with Theme A. The key lies well under the fingers, but the constant melodic
winding between the first and second registers of the clarinet, or the “break,” make the
passage difficult to play smoothly through the slurred markings. The dynamics are soft,
indicating a whispery type of tone quality. Jacob indicated the h k = 70. In her recording,
King actually plays around h k = 80. The increase in tempo certainly adds to the
exuberance of the piece. On the B-flat clarinet, Theme A hits an altissimo dꞌꞌꞌ. To make
this passage seamless, King possibly used the D trill key instead of the conventional D
fingering. She plays effortlessly through Theme A, showing off her fine technical skill.
The triplet eighth notes are played smoothly and unpunctuated every time Theme A is
heard. A few exceptions occur when King emphasizes the downbeats of the triplets at the
ends of several phrases. This happens in measures 35-36, 169-70, and 188-95.
Theme B is full of leaps and high notes that go into the altissimo register. The
forte dynamic is helpful for supporting this clarinet range, as it is much more difficult to
control the softer dynamics there. The clarinetist needs to be aware of intonation,
especially in measures 52 and 53, where the high f-sharpꞌꞌꞌ and gꞌꞌꞌ occur. King plays the
highest note of each phrase with more emphasis, which gives direction to the melody.
Although there are some difficult pitches to control, her intonation is consistently
accurate throughout.
King changes her timbre to a soft and delicate tone in Theme C. As in Theme B,
the clarinet melody has many leaps, but this time the range is significantly lower, making
the piano dynamic easier to achieve. Her long phrases reveal a large breath capacity, and
create an exceptional smoothness in this passage. She plays the first hearing of Theme C
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in one breath. King also plays the modulated version in one breath. There is a slight pause
at the end of measure 133, where King gives herself time to take a large breath, then she
repeats the phrase. She requires a breath between beats one and two of measure 124 this
time; however, the melodic line is not hindered by doing so. Most of the phrases in
Theme C are eight bars long, and breathing in those places seems natural if the player
needs to take more breaths.
The development section through the end of the piece is more technical for the
clarinetist, and King plays effortlessly. Measures 147-48 have several flat accidentals,
putting the notes in the clarinet momentarily in D-flat. Playing the brisk triplet eighth
notes in this key and register is much more difficult than the melody’s first statement.
The trill from altissimo eꞌꞌꞌ to fꞌꞌꞌ in measures 151-54 should be played using the right trill
key and not the left G/C-sharp key. The right-hand first finger is much stronger and easier
to control than the left-hand fourth finger. The concluding passage that begins in measure
188 contains difficult leaps and an arpeggio up to the highest note of the piece, the
altissimo aꞌꞌꞌ. Again, the Ridenour book is a good reference for selecting a fingering for
the altissimo A, as there are many choices.24 In King’s recording, it sounds like she
tongues the note both times, as most clarinetists would want to do, even though the
passage is slurred. King does so probably because her altissimo eꞌꞌꞌ and aꞌꞌꞌ fingerings are
the same or similar, and a register change occurs here. The A is in the extreme register of
the instrument, and requires extra firming of the embouchure to voice successfully.
Slurring the E to the A is quite difficult, especially since the A is a harmonic of E and the
24

Thomas Ridenour, Clarinet Fingerings, 31.
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same fingering can be used for both. King is already pulsating the downbeats, and lightly
tonguing the first A matches the style already established. After tonguing this note, she
slurs down to the E, which is much easier than slurring up. The last two notes of the piece
are the same interval. She tongues the A to help with the register change, but musically it
seems natural to do also as it is the last note of the piece.
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CHAPTER SIX
Biography of Benjamin Frankel
Benjamin Frankel was born in London on January 31, 1906, the middle child of
three born to Charles and Golda Adler Frankel. His parents were Jewish from Poland.
Frankel’s father was a tobacconist in London’s Fulham Road, and became a synagogue
beadle. His mother worked making kosher meals for the Jewish boys’ school.1 All three
children were musically educated and showed signs of talent, which pleased their parents
even though they discouraged careers in music. Frankel’s early training consisted of
piano lessons and a great amount of self-study. He and his brother played every pianoduet arrangement of orchestral repertory they could find. Frankel also spent many hours
in the Carnegie Library, or the Hammersmith Public Library as it was called at the time,
looking at music and checking out the maximum number of scores he could borrow. In
addition to piano, Frankel taught himself violin and often practiced in the schoolyard
during lunch breaks.2
Frankel left school at fourteen and worked as a clerk until his parents arranged an
apprenticeship with a watchmaker; however after one year, he was dismissed. Around the
same time, he gained the attention of American pianist Victor Benham, the son of
Frankel’s piano teacher. Benham convinced Frankel’s parents to let the boy study piano
with him for free, which Frankel did for two years. Frankel spent the last six months of
his study in Cologne, Germany, where Benham had moved because of the low cost of
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Dimitri Kennaway, “A Biography: The Watchmaker’s Apprentice,” MusicWeb
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living. Benham received £1 a month from Frankel’s father for the boy’s necessities, on
which they managed comfortably. When Frankel was seventeen, he returned to England
because of civil unrest in Germany, and made a living playing piano and violin.3
In 1922, Frankel won a scholarship from the Worshipful Company of Musicians
to the Guildhall School of Music, where he studied composition with Orlando Morgan.
To put himself through school, he played jazz violin in nightclubs and made
arrangements for jazz bands. Frankel’s abilities won the attention of the Carroll Gibbons
and Henry Hall jazz bands, for which he worked for many years. By the 1930s, he was
arranging and directing music for many West End shows, including works by Noel
Coward, C. B. Cochrane, and Vivian Ellis.4
In 1932, Frankel married his first wife Anna “Phyllis” Leat, who was non-Jewish.
This caused a major family crisis, and his father and brother never spoke to him again,
though his mother eventually conceded. To add to his despair, in 1937, he suffered the
death of his infant daughter.5 Although he had personal hardships, the 1930s were
professionally rewarding for Frankel. He composed his first film score in 1934, which
resulted in a thirty-seven-year association with British cinema and television, for which
he wrote around one hundred scores.6
When World War II broke out, Frankel tried to enlist, but failed his medical
examination. Instead, he served in the Home Guard. Frankel found a political voice when
3
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he joined the British Communist Party in 1941, believing it to be the political solution to
fascism. Commissions were slow during the war years; however, his most famous film
score, The Seventh Veil, was written in 1945. In 1944, he divorced his first wife and
married Joyce Stanmore Rayner, a fellow member of the BCP. The marriage lasted until
her death in 1967.7
In 1946, Frankel returned to the Guildhall School of Music as a professor of
composition, a position he held until 1956. During this time he wrote a number of
chamber and concert works. He also began a lifelong friendship with the violinist Max
Rostal, for whom he wrote his Violin Concerto for the Festival of Britain in 1951. This
work was Frankel’s personal commentary on the Holocaust, which had moved him as a
humanitarian and a Jew.8 Though he was first recognized for his commercial music,
Frankel’s concert pieces suddenly gained popularity after the war. His Clarinet Trio,
Youth Music for string orchestra, first String Trio, and first four String Quartets were
premiered and well received in England. Frankel destroyed his first two symphonies, but
his mastery of orchestral arranging was evident in May Day (1949) and Mephistopheles’
Serenade and Dance (1952).9 Frankel wrote film music with versatile ease, while his
concert music tended to be more introspective and melancholy. By the 1950s, his musical
style was fully developed, but not easy to identify—reflecting influences of the late-
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romantic styles of Sibelius and Mahler, and the more modern characteristics of
Shostakovich, Bartók, and Berg.10
During the 1950s, Frankel was very busy writing for film, but still found time to
write several notable chamber pieces, including his Piano Quartet and the Clarinet
Quintet. His life and career also went through major changes during this decade. In 1952,
he resigned publicly from the British Communist Party to protest their support of
executing alleged spies in Prague. His thoughts on composition changed around 1955, as
he began to study twelve-tone serial techniques with his composer friend Hans Keller.
Frankel had rejected this technique for many years, but through study with Keller, he
found a personal way to apply it tonally. Frankel was ready to further develop his musical
style and felt that living in England would continue to bring more pressure for him to
write for film and television. He was also suffering financially because of his extravagant
living style and Britain’s high taxes. In 1957, he moved to Switzerland, where he found
the composition time he desired; however, his finances did not improve. Frankel also
started to have troubles with his health. In 1959, during a return trip to England, he
suffered his first heart attack. He recovered but continued to struggle with heart problems
the rest of his life.11
Frankel wrote eight symphonies during his last fourteen years, starting in 1958.
All of them employ twelve-tone serial techniques, many of which were borrowed from
Schoenberg, whose music Frankel both loved and hated. Frankel had a unique approach
to serialism, in which tonality was still the vital principle of his musical thought. A
10
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couple of his ideas were for the tone row to be approached diatonically and for it to be
audible in the music.12
As Frankel sensed his health deteriorating, he felt a greater need to compose. His
last three symphonies, his opera Marching Song, the Overture to a Ceremony, and Pezzi
Melodici all suggest images of mortality. Frankel’s spirit of living was not overcome by
his ill health, however, and he continued to be socially active. He carried sketch-books
around to occasionally jot down composition ideas. In 1969, Frankel found himself again
in a hospital in England. He requested that manuscript paper be brought to the hospital so
that he could write. His entire Sixth Symphony was composed while in the hospital
during this illness.13 In 1970, the London Symphony Orchestra commissioned Frankel’s
Seventh Symphony, mainly through the advocacy of his friend Sir Charles Grove. His
last symphony was written in 1971.14
In 1973 the BBC Proms commissioned a ninth symphony, which was to be a
choral work. Frankel had the entire work complete in his mind and had started writing.15
However, in February of that year, he had to be rushed to the hospital in London, where
he asked his third wife Xenia Kennaway to bring manuscript paper once again; however,
Frankel never got to use it. He died on February 12.16 His opera Marching Song was also
left unfinished, with only a vocal score, but was completed by his student Buxton Orr.
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The work was premiered on a BBC Radio 3 broadcast in 1983, with Sir Charles Grove
conducting. Sadly, this was the last time Frankel’s music received public recognition
until Thea King’s recording of the Clarinet Quintet in 1990.17 Another revival of his
music took place on the BBC Radio 3 program Composer of the Week in 2006, Frankel’s
centenary year.18
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CHAPTER SEVEN
Quintet for Clarinet and Strings by Benjamin Frankel
Benjamin Frankel’s Clarinet Quintet was commissioned by the BBC for the
Cheltenham Festival of 1956. He dedicated the work to the memory of the late clarinetist
Frederick “Jack” Thurston for his widow, Thea King, the exact dedication reading, “For
Thea Thurston, to Jack.” Frankel was inspired by Thurston’s playing and wanted to pay
tribute to his legacy and untimely death. The piece was premiered by the Allegri Quartet
and Thurston’s former pupil, Gervase de Peyer.1
Frankel was well acquainted with Thurston, King, and de Peyer. Thurston and de
Peyer had played for Frankel on many of his film recording sessions,2 and King had met
Frankel through Thurston. Frankel was a friend and colleague of the couple, and was also
the best man at their wedding.3 In her interview with Cheeseman, King briefly discussed
the circumstances of the Quintet dedication:
He [Frankel] wrote that [the Quintet] after Jack died. He dedicated it to the two of
us in a rather nice way. That was commissioned by an important festival called
The Cheltenham International Contemporary Music Festival [held] every June.
Cheltenham is a famous spa town in the west of England, a lot of culture. They
would always invite composers and give them money to write a piece. And Ben
said. “Ok, I will write a piece for clarinet quintet,” and dedicated it to Thurston
and me. “To Thea for Jack,” or something like that. I did not give the first
performance. Because it was soon after [Thurston] died, and I hadn’t really started
trying to pick up … not gotten anywhere, I should say. Gervase de Peyer played it
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Christopher Palmer, “English Clarinet Quintets,” Hyperion Records,
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first. But, I did the first London performance, and then I decided that I had to do
something about [recording the piece].4
De Peyer, like King, had been instructed at the RCM by Thurston, who was
considered the premiere clarinetist in England at that time; however, de Peyer established
himself as a clarinetist before King.5 She had only begun to play the clarinet during her
last years of high school at age sixteen, and she did not seriously study the instrument
until her fourth year at the RCM. After college, King played primarily second clarinet for
Sadler’s Wells and the Goldsbrough Orchestra, but when Thurston had a cancerous lung
removed, she gave up playing to be his primary care-taker. In 1956 she simply did not
have enough experience and reputation for a live radio broadcast.6
After Frankel’s death in 1973, his music was virtually forgotten, though he had
been recognized in his lifetime for his film music, symphonies, and chamber works. Like
the Clarinet Quintet, most of his music had been performed on stage or broadcast on
radio or television, but had not been commercially recorded. In 1990 King made the first
recording of Frankel’s Clarinet Quintet, which was also the first recording of his music
since his death almost twenty years earlier.7 Frankel’s piece and the clarinet quintets by
Howells, Maconchy, Cooke, and Holbrooke appeared on King’s album titled Clarinet
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Quintets, on the Hyperion record label.8 King did not stop with this effort, however. She
played a large role in the rediscovery of Frankel’s symphonic and chamber music from
this era. A few years after King released Clarinet Quintets, British conductor Alun
Francis consulted with her about finding a new recording project for Classic Produktion
Osnabrück, or CPO, a recording company based in Germany. She advised Francis to
investigate the works of Frankel and contacted the estate for access to the musical scores
and personal recordings. Francis and the CPO were impressed by Frankel’s work and
began to plan for recordings by the Queensland Symphony Orchestra, Paul Dean, and the
Nomos Quartet, projects that came to fruition in the middle and late 1990s.9
Though Frankel was primarily writing for motion pictures during the 1940s and
1950s, he composed several significant concert works, including the Violin Concerto,
Piano Quartet, and the Clarinet Quintet.10 Frankel’s String Quartets are considered the
main body of his chamber music.11 The Clarinet Quintet is an excellent representation of
his ability to write for this genre, and also reflects his knowledge of string instruments.
Throughout the piece, he calls for modern techniques to be performed, such as ponticello,
balzato, glissando, and the employment of harmonics.12
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Like many composers of the early twentieth century, Frankel used modern
principles of composition, but did not reject tonality completely. In his earlier works, he
used tonal harmonies, but with a disregard for tonal functions, and often added harsh
dissonances to traditional chords. Thus, his music sounds atonal.13 Later in his career,
Frankel adopted a tonal approach to serialism, a compositional technique he had
previously rejected.14 Much of his late style shows an adoption of Schoenberg’s
principles.15 The Clarinet Quintet was written two years prior to Frankel’s turn to serial
composition in 1958, though he had studied the style as early as 1955. The quintet was
also his last significant concert work to be premiered before his move to Switzerland in
1957.16
The Clarinet Quintet, though not a serial work, has several compositional traits
found in Frankel’s mature style. Frankel’s tendency to write concert works reflecting
personal emotions of a serious nature is seen in this piece, as it is dedicated to his friend
King and her late husband Thurston. Frankel typically chose a formal design in which the
last movement is slow, or at least contemplative in nature.17 The Quintet ends this way,
with the slow movements on the outside and the fast movement in the middle. The piece
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is in three movements instead of the typical four; however, it is not uncommon for a
composer to have three or five movements in a clarinet quintet.18
Like his other concert works, the piece sounds atonal at times, but tonal principles
are found throughout. Sections of the piece employ tonal centers, though sometimes
briefly, and the beginnings and endings of the three movements are connected tonally.
The linear movement of each voice often resolves according to functional principles of
harmony; however, the voices are often independent of one another. Frankel’s use of
common chords with added chromatic dissonances is also seen throughout the piece.
Another way he achieves dissonance is by grouping together major and minor thirds with
the same root, creating a clashing bitonality. He also stacks thirds, without regard to
creating a functional chord, which results in dissonance.
Within the piece are numerous changes in sonority, achieved in a variety of ways,
most notably by changes in texture, timbre, and orchestration. This trait of Frankel’s is
used for sudden dramatic emphasis or for contrast at the beginning of a new section.19
Rhythm is another important feature in Frankel’s Quintet. Often accelerandos and
ritardandos are seen at cadential points. His development sections are full of repeated
motivic passages. Rhythmic ostinatos are also found throughout the piece. In polyphonic
sections of the Quintet, Frankel frequently uses hocket-like scoring within the voices.
Homorhythmic movement is another common feature found in two or more voices, and
in all of the voices at many cadential points. Hocket, voice pairing, and strict imitation,
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found especially in the third movement, are all Renaissance compositional devices
employed by the composer.
Frankel unifies each movement with recurring motives or ideas. His formal
designs are not traditional, but improvisatory; yet, the end of each movement yields a
return of material introduced at the beginning. Though material for each movement is
unique to that piece, movement I sets up the entire work with moods and motivic ideas
that are reflected in movements II and III. Movement I presents four motives that display
all of the musical expressions within the piece—serene, playful, improvisational, and
sorrowful. Movement II is full of playful and improvisational qualities. Movement III is
serene and sorrowful, with Theme B evoking the ideas from movement I, though no
motivic material is stated directly. The end of the piece also has an improvisational-like
interlude, with the flourish of technical work for the clarinet inserted near the
conclusion—like the last breath of the great clarinetist.
Frankel’s most personal and expressive music is found in his concert works.20 The
dedication of the Clarinet Quintet is an obvious reflection of its personal nature, but the
music reveals this to an even greater extent, as it is a tribute to Thurston. The piece itself
is very dissonant, but is still approachable by a traditional audience. Christopher Palmer,
who wrote the cover notes for King’s album, compares the musical language in Frankel’s
Quintet to that of Berg’s chamber music. He also describes the finale as “one of the
sublimest elegiac utterances in English music of any period.”21 Frankel’s musical
language will be explored through a deeper look at the Clarinet Quintet. A score
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published by J. and W. Chester was used for the following analysis. The clarinet part was
also transposed up a whole step to concert pitch for ease in viewing.
Movement I: Moderato
The formal design of movement I is difficult to explain through traditional
methods. The primary material is made up of four short motivic ideas found within the
first nine measures. The motives are repeated, expanded, and developed in no particular
order. A tempo change in the middle of the movement provides a sense of a B section;
however, the material is derived from the beginning. Frankel’s musical timing for the
climax of the piece, measure 67, follows the golden ratio of the Fibonacci series. The
closing section brings the motives back with a satisfying conclusion, providing a ternary
form. The basic formal design of the Quintet is shown in Figure 7.1.

A

mm. 1-9
mm. 9-18
mm. 18-27
mm. 28-41
mm. 41- 51

B

mm. 52-66
mm. 67-89

A

mm. 90-101

Opening Statement: All four motives are introduced
Restatement and expansion of Motives 1, 2; Motive 4 serves as a
transition
Developmental episode with ideas from Motives 1 and 2
All four motives are restated in order; Motive 4 serves as a
transition
Contrapuntal episode; Motives 3 and 4 serve as transitional
material
Tempo change; mutation and development of Motive 4
Climax of the piece; Motives 1, 2, and 4 appear out of order in
close succession (Golden Mean Ratio)
Closing Statement: All motives are stated again, but out of order

Figure 7.1. Structural Design of Benjamin Frankel, Clarinet Quintet, Movement I.

The opening section of the first movement begins very softly with a four-note cell
that is introduced both vertically and horizontally, a technique borrowed from
Schoenberg (example 7.1). As the clarinet spells out D, F-sharp, B-flat, and E-flat in
eighth notes, each string part enters from the lowest to the highest instrument with these
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notes respectively. The intervals create two major thirds and a perfect fourth, resulting in
a dissonant chord. The terraced entrance seen in the strings is a significant idea that
returns throughout the piece. While the strings sustain this chord, the clarinet continues
the phrase, adding four more scale-wise notes, ending on G. These first eight notes
presented in the clarinet part in measures 1-3 make up Motive 1. When the chord in the
strings and ending pitch in the clarinet are put in root position, an example of stacked
thirds can be seen (E-flat, G, B-flat, D, F-sharp). The sound is very serene because of the
slow rhythmic movement and soft dynamic, but also dark with the sonorities created by
the chord. As the chord in the strings continues to be sustained, the clarinet sounds very
much alone and isolated as it plays Motive 2, which is comprised of minor thirds with a
major sixth octave displacement on the pitches A and C.

Example 7.1. Clarinet Quintet Op. 28 by Benjamin Frankel, Movement I, mm. 15. © Copyright 1956 Chester Music Limited. All rights reserved. International
Copyright Secured. Used by permission.
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Beginning on beat four of measure 5, a dramatic change in sonority occurs as the
strings answer the clarinet with seven dissonant chords, which make up Motive 3
(example 7.2). Only strings are used, and the dynamic level changes to a mezzo forte.
The mood changes from tranquil to heart-rending as the falling leaps in the melody create
a sense of great sorrow.

Example 7.2. Clarinet Quintet Op. 28 by Benjamin Frankel, Movement I, mm. 57. © Copyright 1956 Chester Music Limited. All rights reserved. International
Copyright Secured. Used by permission.

A good example of Frankel’s vertical and horizontal harmonic principles can be
found in Motive 3 (see example above). The first three chords, when put in root position
are made up of pairs of thirds, one major and one minor, which are bitonal and also
separated by a half-step. The voicing, however, is spread out over two and three octaves,
so the effect is not as harsh as if the tones were within the same octave. The last four
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chords, when put in root position, are major triads with an added dissonant note—
specifically a sharped root in this example. Frankel’s linear sense of tonality can be seen
in the first and second violins and the cello. Each voice begins and ends on the same note,
only displaced by an octave. The voices move in a homorhythmic motion. All four voices
start with the parallel movement of a minor seventh, though the pattern does not continue.
Some loose parallel movement is seen in the pairing up of the two violins and the viola
and cello, but a better example of voice-pairing will be seen later.
While the strings replay and sustain the last chord of Motive 3, the clarinet
introduces Motive 4 in measure 8 (example 7.3). The starting pitches, C and A, are
repeated from Motive 2, so that Motive 4 sounds like an expansion of that material. The
two motives both share the same lively spirit and quiet dynamic. The melodic line ends
on a G-flat in measure 9, which is also sustained in the cello line from the previous
measure. The outside voices carry the dissonant pitch, and the F major triad occurs within
the inner voices.
Though Frankel’s harmonic language involves dissonance and nontraditional
chords and chord progressions, there are tonal centers in the piece, though they are often
short-lived. Bitonality is seen in the opening statement. Underneath Motives 1 and 2 is a
pedal chord, the lowest note of which is D (see example 7.1). Considering the linear
design of Motive 1, the clarinet phrase is centered on G. Motive 2 emphasizes C, with the
sustained chord functioning as an atmospheric background. The dominant sound in
Motive 3 is in the first violin, which begins and ends on F (see example 7.2). The chord
in measure 8 is almost an F major triad. In contrast, the cello line centers on G-flat, which
turns into the clashing note of the cadential chord. Over this sound Motive 4 is presented,
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Example 7.3. Clarinet Quintet Op. 28 by Benjamin Frankel, Movement I, mm. 813. © Copyright 1956 Chester Music Limited. All rights reserved. International
Copyright Secured. Used by permission.

and though it begins like Motive 2, its chromatic nature makes a key center hard to define
(see example 7.3), but it ends on G-flat, making this pitch most relevant because it is in
the outside voices. The pedal notes D and G-flat (the enharmonic of F-sharp, assuming
equal temperament) are also the first two pitches of the movement.
By the first two beats of measure 9, all of the primary material for the first
movement is stated. There are two contrasting moods: one melancholy, the other
carefree. While the strings take on the more serious music, the clarinet must play both
roles. In Motives 2 and 4, the melody is even recitative-like. A moderate tempo is
suggested by the composer, but he also writes circa, giving liberty for some flexibility,
which is musically necessary in the opening section.
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Restatements of Motives 1 and 2, transposed up a minor third, follow the opening
statement (see example 7.3). Motive 1 is repeated with some rhythmic variation, and
Motive 2 is expanded in length and range, giving rise to a definite cadence. Motive 1
begins on an F pedal, with the melody resolving on B-flat. Motive 2 is centered on E-flat,
and there is a noticeable change in harmony. Instead of sustaining, the strings play
dissonant chords that move in parallel motion. Along with an increase in range and
dynamics, the clarinet ends the phrase on the highest note thus far in the piece, a
sounding c-sharpꞌꞌꞌ. This rhythmic motive is then echoed in the strings with a highly
dissonant cadence.
Motive 3 is skipped, and the restatement Motive 4 serves as a transitional passage
into the first developmental episode (example 7.4). Like the first statement, the dynamics
are piano, but the sparse accompaniment in the second statement is different. Motive 4 is
played by the clarinet on the original pitch level, while the first and second violins play
descending chromatic long tones in the same range. The viola then answers with four
scale-wise sixteenth notes in measure 15, which hint at the highly rhythmic passage that
follows. The cello enters on a C in measure 16, and the clarinet plays another variation of
Motive 4 down an octave. Each time Motive 4 is played, the phrase ends on F. The viola
and second violins answer again with four more sixteenth notes in measure 17. Another
terraced effect is seen on counts three and four of that measure, as the strings enter with
rhythmic figures in octaves, landing on a major-major seventh chord in measure 18 (Bflat, D, F, A) . Major and minor forms of the chord sound simultaneously as the clarinet
enters with a D-flat, and plays another variation of Motive 4. Seamlessly, on beat four of
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Example 7.4. Clarinet Quintet Op. 28 by Benjamin Frankel, Movement I, mm.
14-22. © Copyright 1956 Chester Music Limited. All rights reserved.
International Copyright Secured. Used by permission.
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measure 18, the piece explodes into a rhythmically frenzied episode. The cello line
ascends from C to G-flat in measures 16-19. These pitches have been identified as key
centers, and are also a tritone apart.
The first episode in movement I is about ten measures in length, starting on count
four of measure 18. The rhythmic activity is first seen in the clarinet, which plays the
arpeggio D, F-sharp, and A-sharp. These are the same pitches of Motive 1, considering
that A-sharp is the enharmonic of B-flat. These pitches are prevalent within the episode.
In measures 21-22, Frankel is stacking a series of thirds both horizontally and vertically,
further exploring the third idea of Motive 2. He uses a mixture of minor thirds and major
thirds, plus a major sixth – the inversion of a minor third which was seen in the first
statement of Motive 2.
The first part of the episode displays several examples of Frankel’s use of rhythm.
A hocket-like passage, where each part of the sixteenth-note subdivision is found in the
string parts, can be seen in measures 20-21. This is the only place in the episode where
the strings do not move homorhythmically. In measures 20-22, repeated rhythmic
gestures can be found at different places in every voice. Each gesture happens twice
before moving to a new pitch level. This rhetorical emphasis adds to the intensity of the
passage.
The episode continues with more arpeggiated figures in the clarinet, accompanied
by homorhythmic dissonant chords in the strings. In measure 26, a written-out ritardando
brings the passage to a conclusion, which seamlessly transitions into a restatement of all
four motives (example 7.5). The strings play a repeated minor-major seventh chord in a
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Example 7.5. Clarinet Quintet Op. 28 by Benjamin Frankel, Movement I, mm.
26-32. © Copyright 1956 Chester Music Limited. All rights reserved.
International Copyright Secured. Used by permission.
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homorhythmic motion as the clarinet plays a repeated triplet figure with conflicting
pitches. The rhythmic motion ceases in the strings in measure 27 as they hold the chord,
and a decrescendo occurs in all of the voices. Falling to the lower register in measure 28,
the clarinet continues the triplet figures, rocking back and forth between B-flat and Dflat, again stressing the minor third interval first seen in Motive 2. These consonant thirds
have a calming effect after the tension created in the previous episode.
Starting in measure 28, Motives 1 and 2 are restated, but on the pitch level of Bflat, the transposition found in measures 9-11. In the background, the clarinet plays
arpeggiated figures, which are stacked thirds based on the chord in the second violin and
viola. The melody is played by the first violin and is up an octave. Motive 2 is played
over a rhythmic variation of the chord in Motive 1, and the phrase is extended with a
cadential figure in measure 32. At the same point, the intensity is heightened as the
rhythmic activity increases in the accompanying parts, the clarinet now in sextuplets. The
dynamic level is forte to match the rhythmic excitement. All of this tension, created
rhythmically and harmonically, comes to a sudden halt, followed by a brief silence.
After the air is cleared, Motive 3 is heard again in the strings (see m. 32 of
example 7.5 and 7.6). This statement is not transposed, but is scored differently from the
original version and is also an octave higher. The cello, which has been silent for several
measures, re-enters here. Motive 3 is then extended with a homorhythmic ostinato similar
to Motive 2 (measures 35-36). The idea is repeated and transposed, as the strings ascend
into their extreme ranges. Strong dynamics, range, as well as the dissonant chords
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before another break of silence is heard. Frankel writes a succession of triads with added
dissonant notes here, but measure 36 moves primarily in perfect fourths, with dissonance
created by clashing thirds.

Example 7.6. Clarinet Quintet Op. 28 by Benjamin Frankel, Movement I, mm.
33-36. © Copyright 1956 Chester Music Limited. All rights reserved.
International Copyright Secured. Used by permission.

A transitional passage begins in measure 37 with the most consonant material
heard thus far—a B-flat major chord, but it only last two beats before a B-natural and an
A-flat are added (example 7.7). After resting several measures, the clarinet takes the lead
with staccato arpeggiated notes built on the B flat chord, and gradually works its way
down to a low F. The strings also move downward toward the cadence, which is a C
major triad with an added ninth. Frankel uses a lower range and a written diminuendo to
gradually get softer. A transposed version of Motive 4 is heard at the end of the passage
in the clarinet, and again this motive functions as a transition into a second episode.
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Example 7.7. Clarinet Quintet Op. 28 by Benjamin Frankel, Movement I, mm.
37-41. © Copyright 1956 Chester Music Limited. All rights reserved.
International Copyright Secured. Used by permission.

Tonal centers continue to shift, but have settled into a pattern. The transposed
restatements of Motives 1 and 2 in measures 9-11 are seen again in measures 28-31,
making the B-flat and E-flat key centers important. The cello line emphasizes C several
times, but C often functions as the fifth of F. B-flat, D, and F, the first three notes of the
piece, are emphasized.
A change in sonority marks the beginning of Episode 2 in measure 41, as the
strings begin a pizzicato counterpoint (example 7.8). The timbre and disjunct melodic
lines give the episode a distinctive, haphazard sound. A rhythmic variation of Motive 4 is
played by the first violin and then extended. In measure 44, the first violin melody has a
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close association with Motive 1 with the pitches B-flat, D-flat, G-flat, and E-flat. If the
D-flat were natural, these pitches would be identical to the four opening notes, but not in
order. As the music intensifies rhythmically, the voices ascend and crescendo. The
motion is sometimes hocket-like, as there is a constant playing of eighth-notes, and later
sixteenth notes subdivisions.

Example 7.8. Clarinet Quintet Op. 28 by Benjamin Frankel, Movement I, mm.
41-44. © Copyright 1956 Chester Music Limited. All rights reserved.
International Copyright Secured. Used by permission.

The clarinet joins the counterpoint on beat 4 of measure 46. At this point, the
strings have all returned to their bows, but have done so at different times. The violins
move homorhythmically and the viola and cello are paired together in measure 47, while
the clarinet continues to be independent (example 7.9). The rhythmic episode comes to a
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sudden halt as the strings and clarinet play a variation of Motive 3, beginning on beat 3 of
measure 47.

Example 7.9. Clarinet Quintet Op. 28 by Benjamin Frankel, Movement I, mm.
47-49. © Copyright 1956 Chester Music Limited. All rights reserved.
International Copyright Secured. Used by permission.

The tempo slows as a transitional passage begins on beat 3 of measure 50
(example 7.10). The clarinet line goes up a major sixth and then returns, which is imitated
by the viola and cello in measure 51. The major sixth was the first interval to be used in
Motive 4, and it is very prominent here, as it is seen somewhere in every voice. At the
meno mosso in measure 52, the first violin continues this new idea, which is closely
related to Motive 4. The intervals are very similar but not exact, and the style is legato
instead of detached. Except for the third note, C-sharp, the first six notes are the same
pitches in the first violin in measures 41-42 (see example 7.8), only up an octave. The
imitative style continues with the clarinet entrance in measure 53, where the first five
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notes are repeated on a different pitch level—up a perfect fifth. Afterward, the clarinet
expands the phrase initiated by the violin. Harmony here is limited to the cellos and
violas, whose rhythms are offset. The paired voices, which move in thirds, sometimes
clash with the chromatic melody. As the phrase ends, the rhythm of Motive 2 appears in
measure 57. In the same measure, the strings enter with the terraced effect seen at the
beginning of the piece, but this time with much more dissonance.
Beginning on count 4 of measure 57, the first and second violins play the intervals
of Motive 4 in the legato style presented in measure 52. Meanwhile, the clarinet takes on
an accompanying role with chromatic triplet figures. An interesting three-part texture is
seen here. The viola and cello move homorhythmically in parallel motion, harmonizing
primarily in wide-spaced thirds. The violins are in octaves with the melodic material, and
the accompanying clarinet is between these voices. The clarinet line has several common
tones with the cello, which adds stability to the ensemble. This type of unity between the
clarinet and string ensemble occurs throughout the piece. Guided by the clarinet’s
moving triplets, and an accelerando occurs. Motive 2 is tagged on the end of the violin
phrase in measure 59. The music continues a long crescendo, and the voices gradually
move into a higher range.
In measure 61, at the Tempo Primo, the strings interrupt the motion with straight
eighth-notes that are harmonically very dissonant (example 7.11). The rhythm moves to
triplet eighth-notes in measure 62, and the composer indicates for the ensemble to play
with resolve. An accelerando is written in measure 63, and all voices play separate
ostinatos, each in a triplet motion. This transition serves as a building point to the climax
of the movement.
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In measure 66, Frankel writes “with intensity,” as the clarinet and strings play
triplet figures (example 7.12). The harmony is based on triads with added dissonant notes
and stacked thirds. At the end of the measure, the clarinet plays sixteenth notes that lead
into the climatic measures of movement I. A fragment of Motive 1 is played in the
highest range seen thus far in measure 67. For the third time, this idea is on the level of
B-flat, which was the transposition found in measures 9-11 and 28-30. Competing against
the clarinet, the strings play a dissonant B-flat major triad with an added G-flat, which is
emphasized with double stops, repetition, and an ostinato-like rhythm. In measure 68, the
same fragment of Motive 1 is heard again transposed up a major third. The cello, viola,
and second violin rise a half step, resulting in an E-flat major chord with an added F128

sharp. Range, rhythmic intensity, volume, and rhetorical emphasis of Motive 1 make this
the climax of the movement.

Example 7.12. Clarinet Quintet Op. 28 by Benjamin Frankel, Movement I, mm.
66-68. © Copyright 1956 Chester Music Limited. All rights reserved.
International Copyright Secured. Used by permission.

Movement I begins to wind down at the Meno Mosso, beginning in measure 70
(example 7.13). A diminuendo occurs, and Motives 1, 2, and 4 reappear out of order one
by one in all of the voices. The clarinet accompanies this statement with eighth notes
moving in minor thirds, which was also seen in measure 28. The texture and tempo
immediately changes in measure 76 as a legato version of Motive 4 is played in the
clarinet, accompanied by homorhythmic eighth notes in the strings. This is followed by
Motive 1, which is played in octaves by the clarinet and cello. The terraced idea is
executed by double stops in the viola and second violin. In measure 79, Motive 2 appears
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in the first violin. Motive 2 is restated and expanded in the next ten measures as the
rhythmic motion continually slows.
The first violin extends Motive 2 in a counterpoint with the viola and clarinet
from measures 80-83. The cello and viola accompany in eighth notes based on thirds.
Motive 2 is found in the second violin in measure 81, and in the viola in measures 86-87.
The violins drop out in measure 85 and the rhythmic motion continually slows.
A cadence occurs on count 3 of measure 89, as the clarinet glissandos up a minor
third (example 7.14). All of the voices then rest, except for the second violin, which
enters with a harmonic, aꞌꞌ. The conclusion, or A’, begins in measure 90, as the strings
enter once again in a terraced motion. Frankel changes the sonority, indicating for them
to play ponticello, vibrato, “near the bridge using vibrato,” which makes a shrill and icy
sound effect. All four motives reappear in succession, but not in the original order.
Ostinatos in the strings create a hocket effect, so that continuous sixteenth-notes are
heard. The clarinet plays the melody, while the second violin has continuous quarter
notes. All of the voices are in close proximity in this passage, and the viola and cello are
in the upper range.
In measure 90, the clarinet enters in the upper register playing the B-flat
transposition of Motive 1. This is followed by the E-flat transposition of Motive 2 in
measure 92. A transposition of Motive 4 then appears with both staccato and legato
articulations, reminding the listener of these two versions. In measure 94, the strings
return to their natural bowing as they play a variation of Motive 3.
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The cello plays a fragment of Motive 1 in measures 96-97, and the clarinet
accompanies along with the strings by dropping down to an A-flat, which is played in
repeated quarter notes (example 7.15). All of the voices take part in the statement of
Motive 1 in measures 98-99, as each voice enters in a hocket-like motion. The viola then
finishes off the phrase. The piece ends as the clarinet plays Motives 4 and 2 over slowmoving dissonant chords in the strings. Like the beginning of the movement, the clarinet
sounds alone as the atmospheric soundscape diminishes into nothing.

Example 7.15. Clarinet Quintet Op. 28 by Benjamin Frankel, Movement I, mm.
96-101. © Copyright 1956 Chester Music Limited. All rights reserved.
International Copyright Secured. Used by permission.

Of the four motivic ideas, Motive 4 is developed the most. The B section, which
begins in measure 52, is intervallically derived from Motive 4. This motive is also found
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in the transitional material before each episode. Though there does not seem to be a
particular pattern to the transposition of the restatements of Motives 1-4, the B-flat
transposition of Motive 1 and the E-flat transposition of Motive 2 are repeated throughout
the movement and the original pitch level of G and C are not seen again.
Movement I is not conventionally tonal, but is organized around a small group of
pitch centers. Frankel unifies the beginning and ending of movement I with a return of
Motives 1-4, and a common pitch center—D. The last chord is made up of stacked thirds,
which have D and F-sharp in common with the opening chord of the movement I.
Though D is the primary tonal center for a large portion of movement I, there are several
other pitch centers within the piece—C, F, B-flat, E-flat, and F-sharp (also seen as Gflat). The centers D, F-sharp, B-flat, and E-flat are also the first four notes. As described
in the analysis, these centers are linear as well as vertical. The tonal centers for
movement I are summarized in Figure 7.2.
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A Section, Opening Statement (examples 7.1-7.2, mm. 1-9):
Motive 1 (G center) Motive 2 (C center) Motive 3 (F center) Motive 4 (Ends on G-flat)
D pedal ------------------------------------- G-flat in bass
G-flat pedal -------------Restatements of Motives 1, 2, and 4 (examples 7.3-7.4, mm. 9-17):
Motive 1 (B-flat center), Motive 2 (E-flat center),
F pedal------------------Cadence F-sharp

Motive 4 (F center)

Episode 1 (examples 7.4-7.5, mm. 18-27):
G-flat, B-flat, and D emphasis, Bi-tonal cadence on B-flat in the clarinet
F center in the strings with C in the bass
Return of Motives 1-4 (examples 7.5-7.7, mm. 28-40):
Motive 1 (B-flat center), Motive 2 (E-flat center), Motive 3 (F center), Motive 4
F pedal ---------------------------------------------- F-sharp pedal------ C-sharp center
Episode 2 (see examples 7.8-7.9, mm. 41-48):
Linear focus on B-flat
Linear chromatic bass movement from G to D; Cadence on D
Motive 3 serves as a transition (see examples 7.9-7.10, mm. 48-51)
Cadence on G with a linear emphasis on D
B Section based on Motive 4 (see example 7.10-12, mm. 52-66):
Begins on C but continually shifts after m. 55
Climatic Point and return of Motives 1, 2, and 4 (see examples 7.12-7.14, mm. 67-79):
Motive 1 (B-flat trans.)
Motive 1 (Chrom.)
D center ------------------ chromatic modulation
Theme B
Chromatic movement ending on C

Motive 4
D center

Motive 1 (F trans.)
C center

Motive 1 (G trans.)
G pedal, C center
Motive 2 (B trans.)
D center

Transitional Material mm. 80-89
Going through F, G-flat, with a D center at the cadence (m. 89)
A’ Statement, Closing Statement (see examples 7.14-7.15, mm. 90-101):
Motive 1 (B-flat trans.) Motive 2 (E-flat trans.) Motive 4 (D center) Motive 3 (Chromatic)
D center-------------------------------------------------------------------------------------------Motive 1
Motive 4
Motive 2
C-sharp pedal (D center)-----------------

Figure 7.2. Tonal Centers in Benjamin Frankel, Clarinet Quintet, Movement I.
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Movement II: Alla Burla
The second movement of the quintet begins in 6/8, and is titled Alla Burla,
Frankel’s favorite musical phrase.22 The essence of Frankel’s first movement lies in small
motives, which appear throughout. In the second movement, he uses a collection of
themes, each with an independent character. Some ideas are wild, while others are lighthearted, and one is even child-like. The themes are repeated in a shortened form for the
conclusion of the work. Since Frankel, Thurston, and King knew each other well, it is
hard not to wonder if there are some inside jokes within the movement that only they
understood. Thurston had a notable sense of humor and a magnetic personality that
attracted a large circle of friends.23 The Alla Burla is a portrait of Thurston’s personality.
The entire movement sounds improvised, as each theme is stated, sometimes with
development, before the piece moves in a different direction. Frankel lets the listener
know what is most important with the recapitulation at the end. Because of this formal
design, looking at the end, where all the major ideas recur, helps in understanding the
structure. From measures 124-85, seven ideas can be found. All of these ideas are stated
at the beginning of the piece. There is a developmental episode after the seven ideas are
stated, followed by a recapitulation. A synopsis of the formal structure is seen in Figure
7.3.

22

Buxton Orr, “Clarinet Quintet,” Notes, Benjamin Frankel, Paul Dean, Australian String
Quartet, and the Queensland Symphony Chamber Orchestra, CPO 9993842, 1996.
23

Pamela Weston, Clarinet Virtuosi of the Past (London: Robert Hale, 1971), 272.
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mm. 1-18
mm. 19-26
mm. 27-58
mm. 59-73
mm. 74-77
mm. 78-81
mm. 82-85
mm. 86-89
mm. 89-91
mm. 92-123
mm. 124-85
mm. 186-90

Idea 1 on the level of A and G, followed by a small development
Idea 2 on the level of B; functions like a transition
Idea 3 on the level of G and C, followed by a development and transition
Idea 4 on the level of B; time signature change to 2/4
Idea 5 on the level of A; functions like a transition
Idea 6 on the level of D
Idea 7 on the level of E-flat
Idea 6 on the level of E-flat
Idea 7 on the level of C
Developmental Episode
Recapitulation of Ideas 1-7; Ideas 1 and 2 are on different pitch levels
Idea 1 fragment and ending

Figure 7.3. Structural Design of Benjamin Frankel, Clarinet Quintet, Movement II.

The opening theme, which will be called Idea 1, is led by the clarinet, which plays
a repeated high concert A that is preceded by a grace note each time (example 7.16). It
sounds like the wild call of a bird, improvised and random. The clarinet pitch at the end
of movement one and the beginning of movement two is the same, and is the only
unifying element between the two. Underneath this call of the wild, the violins and viola
play homorhythmic dissonant chords. The cello enters in measure 3 with a triplet bass
line emphasizing a tritone C to F-sharp. Small repetitions, off beats, and grace notes keep
the melody sounding like a bird call, and all ranges of the clarinet are employed. The
clarinet plays a version of Idea 1 in in measure 9. The voicing of the strings is different,
this time with the viola playing triplets and the violins playing together. The cello plays
opposing rhythms with the violins. By measure 12, the melody has moved on to new
material and the meter becomes established.
Some important details emerge from the first few measures. First is the
importance of small repetitions as seen in the clarinet part and the brief ostinatos in the
cello line. Secondly, is the prominence of homorhythmic activity. Two or more voices
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move together most of the time during movement II, which was also the case in the first
movement. Thirdly, the perfect fourth interval, seen in the clarinet melody in measures 4,
6, 10, can also be found throughout. This interval often functions like a dominant moving
to tonic in this movement, which gives the piece a more tonal sound than the first
movement. Frankel also adds some tonal stability by using common tones between the
clarinet and accompanying strings. This is seen in the last notes of the clarinet and viola
in measure 7, and the first notes of measure 9 among the same instruments. Another
important interval is the third, major or minor, seen both vertically and horizontally in
measures 5-6. Voice pairs frequently move in thirds. Frankel’s techniques of adding a
dissonant note to a common chord and using stacked thirds continue in movement II,
with examples found in measures 1 and 5 and 9.
Idea 2 begins in measure 19 with a one-measure transition in the strings, which
play the same pitch, B, each with a different rhythm (example 7.17). There is also a
dynamic change here from mezzo forte to piano. The second idea is more consonant, with
voice pairing in octaves and a tonal center that begins on B and moves to C in measure
23. A prominent feature in Idea 2 is grace notes, which appear at the end of two sub
phrases in measures 20 and 22. These small motives first go up and then down, creating a
glissando-like effect. The clarinet enters in measure 21 with an arpeggio built on major
thirds, which is also played an octave higher in the first violin. Perfect fourths are
significant in Idea 2 as well, being found in measures 21-22, and 24-26. Dynamics
constantly shift with the fortes creating a more aggressive sound in opposition to the
light-hearted pianos, which sounds conversational. Frankel has the string players

139

Example 7.17. Clarinet Quintet Op. 28 by Benjamin Frankel, Movement II, mm.
19-26. © Copyright 1956 Chester Music Limited. All rights reserved.
International Copyright Secured. Used by permission.

140

constantly changing their bow technique as well with terms such as balzato, arco, and
pizzicato found throughout.
The texture of Idea 2 changes almost every measure. The first two measures
feature unisons and octaves. In measure 20, the cello and first violin are paired together.
In measure 21, two pairs of voices are seen—the clarinet and first violin, and the second
violin and viola. The consequent of measure 20 is paired differently, between the second
violin and cello. The clarinet plays in octaves with the viola in measures 24-26, and
another voice pairing is seen between the first violin and cello.
Because of its length, Idea 2 functions as a transition to Idea 3. They share similar
textures, whimsical mood, and intervallic construction—stepwise motion alternated with
arpeggios; however, they are two separate thoughts. Without a cadence, in measure 27,
the clarinet states Idea 3, which is four measures long and stated on the pitch level of G
(example 7.18). In measure 31, the phrase begins again on C, but goes another direction
in measure 32. The melody and accompaniment are characterized by repetitive gestures,
which occasionally align homorhythmically. A developmental episode begins in measure
35 as the clarinet plays a repetitive figure in the low register.
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Following Idea 3 is one of the more lengthy developments in movement II
(example 7.19). Besides further exploration of Idea 3, some other techniques and motives
are seen that were employed earlier. In measures 42 and 45, octaves are used, which was
an important feature of Idea 2 and Motive 1 of the first movement. The entrances are also
terraced like movement I. Grace notes from Idea 1 appear in measures 43-44. The tonal
center in this passage is B, but the viola and second violin rock back and forth from C to
C-sharp chords in measures 43-44. In Idea 2, both of these centers were used as well. On
beat one of measures 45-46, stacked thirds are used: G-sharp, B, D-sharp/E-flat and Csharp, E/F-flat, G-sharp, B.

Example 7.19. Clarinet Quintet Op. 28 by Benjamin Frankel, Movement II, mm.
42-46. © Copyright 1956 Chester Music Limited. All rights reserved.
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Another terraced-like entrance occurs at the end of the developmental episode.
This phrase, which begins in measure 55, serves as a transitional passage (example 7.20).
With pitches mostly in unisons moving in a stepwise motion, dissonance is created by the
sustained notes. The string entrances follow the clarinet line and sustain to create tone
clusters, as the voices are in close proximity. The scale is B Dorian. The phrase happens
again in measure 56, this time a perfect fifth below the first statement with a D major
scale. The sound effect created is very different from the music thus far, and Frankel
again uses a sonority change to divide his musical ideas. The transition ends with the
viola and cello playing dissonant notes with two different styles, legato against pizzicato.
Against the melody, the bass line has a tonal focus of E and B.

Example 7.20. Clarinet Quintet Op. 28 by Benjamin Frankel, Movement II, mm.
55-58. © Copyright 1956 Chester Music Limited. All rights reserved.
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The fourth idea begins in measure 59 as the viola and cello continue to play
dissonant notes, this time a major seventh apart (example 7.21). For several measures,
these accompanying voices rock back and forth in intervals a perfect fourth apart, again
emphasizing this interval with the ostinato. The time signature changes from 6/8 to 2/4,
which makes the section appear slower, though the tempo does not change. The clarinet
enters in measure 60. The music sounds rather lazy with the slower sound and longer
rhythmic values. To add to this characterization, the clarinet begins in the low register.
The articulations in the melody are staccato. Gradually the rhythmic activity is increased
in the clarinet. Perfect fourths are seen in the melody throughout.
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The other voices gradually enter in counterpoint as the rhythmic activity increases
both vertically and horizontally. A new motive, Idea 5, is introduced in the strings in
measure 74 (example 7.22). At this point the ostinatos played by the viola and cello are a
half beat off with one another, creating a constant eighth-note motion. This playful new
melody features glissandos and harmonics. The melodic material, based on minor thirds
and major seconds, moves among the second violin, first violin, and clarinet. The clarinet
enters in measure 77 with pitches a minor third apart, further emphasizing this interval.
This section is short, serving as transitional material, but is unique to the piece.

Example 7.22. Clarinet Quintet Op. 28 by Benjamin Frankel, Movement II, mm.
74-77. © Copyright 1956 Chester Music Limited. All rights reserved.
International Copyright Secured. Used by permission.

147

The sixth idea begins in measure 78 as the rhythmic activity greatly increases,
with the clarinet moving in sixteenths, and the violins moving in eighths (example 7.23).
The passage is also heavily articulated. The fifth and sixth ideas are connected to each
other, also like a dialogue. In the fifth idea, the violins set the tone with the playful
glissandos that sound like a childish tease. The sixth idea, led by the clarinet, sounds like
a response. The scenario that comes to mind is a child saying “Can’t catch me,” which
results in the inevitable chase that follows, explaining the sudden rhythmical explosion in
Idea 6. This melodic idea, which begins in D minor, is based on seconds and thirds.
Prominent intervals in the strings include perfect fourths, perfect fifths, and major sixths.

Example 7.23. Clarinet Quintet Op. 28 by Benjamin Frankel, Movement II, mm.
78-81. © Copyright 1956 Chester Music Limited. All rights reserved.
International Copyright Secured. Used by permission.
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In measure 82, another idea is introduced. Idea 7 is in the same playful character
of Idea 5, but shares the staccato style of Idea 6 (example 7.24). The clarinet and first
violin piece the melody together like banter, again with childish undertones. The pitches
used with each phrase are very similar to one another, with the violin seemingly mocking
the clarinet. Underneath, the second violin plays glissandos in harmonics a major second
apart, similar to the Idea 4. The viola and cello enter after four measures of rest and
continue to accompany with hocket-like subdivisions in sixteenth-notes. These
instruments are in octaves and move in pairs of perfect fourths, which gradually ascend
as the passage progresses. The octave is also a prominent feature of the melodic lines.

Example 7.24. Clarinet Quintet Op. 28 by Benjamin Frankel, Movement II, mm.
82-85. © Copyright 1956 Chester Music Limited. All rights reserved.
International Copyright Secured. Used by permission.
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Ideas 4-7 are all four measures in length and follow one another in an
improvisatory fashion, but they also seem to tell a story. Frankel appears to be musically
depicting Thurston’s fun-loving personality. These ideas also share the same time
signature, which divides the piece into two major sections.
In measure 86, Idea 6 returns again, up a minor second, and is repeated verbatim
for two measures before going another direction (example 7.25). A variation of Idea 7 is
also heard again in measures 89-90. At this point, all the melodic ideas of movement II
have been presented. No other distinctive melody is seen in measures 92-124, with the
exception of the quasi Idea 7 in measures 99-100 and the return of grace notes in
measures 112-13, a feature of Idea 1. This episodic section has features that relate to
some of the melodic ideas, like the emphasis of the perfect fourth and the use of voice
pairing.
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The time signature returns to 6/8 in measure 121 as the strings are playing
homorhythmic dissonant chords made up of stacked thirds (example 7.26). Like the
beginning, the tritone C and F-sharp are prominent intervals in the cello. After this
emphatic transition, the clarinet enters with a series of major sixths in measure 122. With
the change in time signature, the music is set up for a return of Idea 1, which occurs in
measure 124. The conclusion of the piece consists of a return of all ideas, this time
without large developments and in abbreviated versions.

Example 7.26. Clarinet Quintet Op. 28 by Benjamin Frankel, Movement II, mm.
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When Idea 1 is heard again, it is different from the original statement. The clarinet
is up a minor third, and the string parts are harmonized differently as well. The cello
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enters immediately with the pizzicato bass line, instead of waiting two measures. Though
the first two measures are rhythmically the same, the music quickly veers another
direction with new material. The repeated minor thirds seen in the first statement are
repeated again in measures 128-130 (example 7.27). The return of Idea 1 is very short only seven measures long.

Example 7.27. Clarinet Quintet Op. 28 by Benjamin Frankel, Movement II, mm.
128-34. © Copyright 1956 Chester Music Limited. All rights reserved.
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The second idea returns in measure 131, this time up a diminished fourth. The
first four measures are very similar to the original statement of Idea 2, but new material is
presented in measures 135-36 (example 7.28). One interesting thing about these two
measures is the presence of three major triads on A, D and E flat, which are presented
like an arpeggio in the first and second violin parts. The viola and cello play a motive
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from Idea 2 in octaves. With the exception of one rhythm in measure 137, the music is
exactly the same as measures 23-25. Measure 140 is a variant and serves as a transition to
Idea 3, which is exactly the same as the original statement for eight measures. In
measures 149-52, new developmental material occurs. A fragment of Idea 3 is heard
again in measure 153, but this time with variation, making this idea the most lengthy of
the return statements.

Example 7.28. Clarinet Quintet Op. 28 by Benjamin Frankel, Movement II, mm.
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The terraced idea is seen again in measure 160, this time going from the lowest to
highest voice in the strings, with entrances all sounding in unison (example 7.29). There
is a concentration of major seconds here, separated by fourths and fifths. The time
signature changes to 2/4 as Idea 4 is restated, this time with noticeable changes in rhythm
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and accompaniment. The violins accompany with harmonics, and the viola and cello are
off-set by a half-beat, which occurred later in the original statement. Because of the
texture, the passage is more dissonant on the second hearing. After six measures, the
melody veers a new direction, but is still in character.

Example 7.29. Clarinet Quintet Op. 28 by Benjamin Frankel, Movement II, mm.
160-66. © Copyright 1956 Chester Music Limited. All rights reserved.
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In measure 172, Idea 5 is restated, this time with an added clarinet part playing
off-beats in sixteenth notes (example 7.30). The tempo begins to accelerate in measure
174 with a piu mosso in measure 176, the tempo of the beginning of movement II. At this
point, Idea 6 is heard again in its original form, only slightly faster.
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In measures 179-80, new material is presented. The double stops in the violin
parts are a continuation of the previous measure (example 7.31). The clarinet plays in
octaves with the first violin. In measure 179, the viola and cello play a motive in octaves,
which is later seen in the first violin on a different pitch level in measures 181-82. The
seventh idea, seen in measure 181, is not presented in its original form and is only a small
fragment. As the piece is rapidly coming to a conclusion, the grace note motive of Idea 1
is heard again in measure 186. The cello plays a bass line similar to the beginning of the
piece here, but in sixteenth notes instead of eighth-note triplets. The same pitches are
used in an ostinato from measures 186 to the end. By measure 188, all voices are moving
homorhythmically, and creating dissonant chords. The root of the last chord is F sharp,
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the same as the beginning of the piece. The pitch is also in the viola and clarinet parts for
further emphasis.
Movement II is a collection of several different ideas that flow from one to the
other in an improvisatory style. Frankel develops some of the ideas in the first half of the
piece, Ideas 1-3. The other musical thoughts are presented but not developed. After a
developmental episode in the middle of the piece, Frankel unifies the piece with a
recapitulation of Ideas 1-7. Some variation and new material is presented, and the
recapitulation is abbreviated. Idea 1 is emphasized at the end, as well as the pitch F sharp,
which is Frankel’s pitch center.
Frankel’s second movement has a more tonal quality than the first, mainly
because of his prominent use of octaves and memorable themes that one can easily sing.
Like the first movement, he shifts tonal centers frequently in a non-traditional way.
Unlike the first movement, Frankel begins and ends movement II with the same tonal
center—F-sharp. A diagram of the tonal centers for movement II is presented in Figure
7.4. The horizontal line indicates where the time signature occurs, which divides this
piece into three separate parts.
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6/8 Section
Idea 1
Idea 1
Idea 2
Idea 3
Development

F-sharp / C
G
B; tonality shifts chromatically at the end of the phrase
G
C-sharp, C, and B are emphasized, ends on D

2/4 Section
Idea 4
Idea 5
Idea 6
Idea 7
Idea 6
Idea 7
Episode

G-flat melodic center / D and D-sharp harmonic center
A
D
E-flat
E-flat
C
B-flat, lots of shifting, ends on B

Recapitulation
Idea 1
Idea 2
Idea 3
Idea 4
Idea 5
Idea 6
Idea 7
Idea 1

G, lots of shifting
E-flat
G
G-flat melodic center / D and D-sharp harmonic center
A
D
Fragmented and shifting tonality
F-sharp

Figure 7.4. Tonal Centers in Benjamin Frankel, Clarinet Quintet, Movement II.

Movement III: Lento di molto
Traditionally, the string quartet, from which the clarinet quintet is derived, has
four movements. Frankel’s work, however, is comprised of three. As mentioned earlier,
he often arranged the movements of his chamber works in an unusual order. The Clarinet
Quintet is an example of his tendency to write a slow final movement. Movement III
gives a satisfying completeness to the work, evoking the spirit of the first. By the end of
the piece, the listener is given a musical picture of Thurston’s death—something which
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he battled because he still had music to play. There is no doubt that Frankel was moved
by Thurston’s illness and the suffering of his new bride.
There are two main themes in movement III, and both are reminiscent of Motive 1
from the first movement. The form is ternary, with the first theme returning in the final
section of the piece. Like the other movements, this one includes an improvisatory style,
as Frankel does not follow the traditional ideas of formal structure. An outline of the
piece appears in Figure 7.5.

Section 1:
Theme A
Theme A
Expansion of Theme A
Theme A
Developmental Episode

mm. 1-4
mm. 5-8
mm. 9-11
mm. 12-15
mm. 16-30

Begins on C
Begins on B-flat

mm. 31-44
mm. 45-57

G center

mm. 58-63
mm. 64-69
mm. 70-74

Begins on D-flat

Begins on C

Section 2:
Theme B
Episodic material
Section 3:
Theme A
Episodic material
Theme A fragment

Begins on E-flat

Figure 7.5. Structural Design of Benjamin Frankel, Clarinet Quintet, Movement III.

Movement III opens in a similar manner as movement I, with an ascending line in
the clarinet and eerie-sounding chords in the strings, but this time with a pulsating effect
(example 7.32). The dynamic is pianissimo. Theme A is comprised of two phrases, which
are introduced in the first four measures. Measures 1-2 introduce the first phrase, which
begins in a rocking chromatic motion in triplets and ascends over an octave, ending with
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a downward leap of a minor ninth. The rocking minor third interval in measure 2 recalls
Motive 2 of the first movement. The consequent phrase begins on count three of measure
3. The dissonant chords in the strings are crafted in an interesting way. In measures 1-2,
they move in parallel motion, with the violins a major second apart and the viola a tritone
below the first violin. The violins are a major second apart until the pattern is broken on
count two of measure 3. The strings move in a homorhythmic motion, aligning with the
clarinet at the end of measure 4.

Example 7.32. Clarinet Quintet Op. 28 by Benjamin Frankel, Movement III, mm.
1-4. © Copyright 1956 Chester Music Limited. All rights reserved.
International Copyright Secured. Used by permission.
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Frankel constructs chords in the same fashion here that he uses consistently
throughout the piece. Frankel often uses a play of intervals within this piece, to create
harmony or melody, as seen in the first two measures. In measure 3, the chords are
formed by the circular motion of thirds of various qualities when ordered in root position:
G-sharp, B-flat, D, F-sharp—count 1
B-flat, D, F-sharp, A—count 2
C-sharp, E-flat, G-flat, B—count 3
B-flat, D-flat, F, A-flat—count 4 upbeat
Frankel uses triads and seventh chords in the string parts in measure 4, but adds a
dissonant note, and the clarinet part is dissonant as well, with the exception of count 4,
where it is part of a major-major seventh chord:
D, F, no 5th, C with a C-sharp—count 1 upbeat
F-sharp, A, C-sharp with a B-flat—count 2
D, F-sharp, A (clarinet part), C-sharp with an F—count 4
In measure 5, the first four measures are repeated down a major second, this time
with variation (example 7.33). The rocking motion of the intervals of the first phrase is
varied somewhat in this statement. The second phrase begins in a similar way, but goes
another direction as the idea is expanded. In measure 8, the free melody begins a new
phrase in the cello line, which is handed over to the clarinet in measure 9. Dissonant
chords continue to be played homorhythmically in viola and violins during the brief
change of texture.
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Example 7.33. Clarinet Quintet Op. 28 by Benjamin Frankel, Movement III, mm.
5-11. © Copyright 1956 Chester Music Limited. All rights reserved.
International Copyright Secured. Used by permission.
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What looks to be an expansion of Theme A in measures 8-11 is halted by another
repetition of phrases 1 and 2, which are played back to back by the clarinet with no added
notes in measures 12-15 (example 7.34). This time phrase 1 is down an octave. The
strings are also different with intervals between the second violin and viola a major third
instead of a tritone. In measure 16, a terraced entrance occurs; however, the lowest voice
is the clarinet, which comes in first. The violins and viola enter in octaves, and the cello
enters last with new melodic material that is similar to measures 8-9. The clarinet remains
below or between the strings with an accompanying role for several measures. In measure
17, the harmony is based on stacked thirds, which is seen in the chords created by the
strings and the arpeggiated flourish in the clarinet line. The inner voices rock back and
forth as the melody continues.
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Example 7.34. Clarinet Quintet Op. 28 by Benjamin Frankel, Movement III, mm.
12-18. © Copyright 1956 Chester Music Limited. All rights reserved.
International Copyright Secured. Used by permission.
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In measure 19, all of the voices drop out except for the cello (example 7.35).
When the clarinet re-enters, it is in strict imitation an octave and a fifth above the cello
line—a traditional technique. The violins and viola enter in measure 20 with pianissimo
double stops at intervals of sixths and sevenths. Each entrance is part of a continuous
rhythm which looks like hocket, another old compositional technique.

Example 7.35. Clarinet Quintet Op. 28 by Benjamin Frankel, Movement III, mm.
19-21. © Copyright 1956 Chester Music Limited. All rights reserved.
International Copyright Secured. Used by permission.

In measure 22, the clarinet takes over the melodic line with another arpeggiated
flourish that ends in a rocking motion, first with the interval of a minor sixth and then an
octave (example 7.36). The rocking motion is also seen in the strings, where Frankel uses
an expansion of intervals: a major second in the first violin, a major third in the second
violin, a perfect fourth in the viola, and a perfect fifth in the cello. The harmony that
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results is made up of stacked thirds and triads with added dissonant notes, making the
section very harsh. Emphasis is also made by the forte dynamic, which diminishes in
measure 23. In measure 24, a variation of phrase 1 is heard briefly before the music goes
another direction. The triplet rhythmic patterns continue as the inner voices move
together and the clarinet and cello play a counterpoint. Even with the active rhythmic
motion in each voice, the dynamics remain no louder than a mezzo piano as the first
section of movement III comes to a conclusion.

Example 7.36. Clarinet Quintet Op. 28 by Benjamin Frankel, Movement III, mm.
22-25. © Copyright 1956 Chester Music Limited. All rights reserved.
International Copyright Secured. Used by permission.
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After a molto ritardando, a contrasting meter and tempo mark the beginning of
Theme B in measure 31 (example 7.37). Frankel writes Andante, and indicates a tempo
that is significantly faster. The time signature does not change, but the triplet figures are
absent here. The second violin plays a double stop on the pitches B and D. On count
three, the viola and cello enter in octaves on a dissonant B-flat, which drops a minor sixth
to D. This interval was also prominent in measures 16, 19, and 23. In measure 32, the
violin enters with a melody that is strikingly similar to the end of Motive 1 from the first
movement. The phrase resolves to a major second here instead of a minor second. The
clarinet even answers in the same way as the passage in movement I, with a minor third,
but this time it also resolves to a major second. The voices are in the same register as
Motive I, and the dynamics are soft as well. All of these elements relate Theme B to the
beginning of the piece. In measure 34, the phrase repeats with a slight variation. The
clarinet answers up a minor third. The melody gradually rises as it rocks up and down
major and minor seconds. The bass line also begins to move in measure 35, mainly in
thirds, perfect fourths, and sixths, while the second violin pitches are stationary.
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Example 7.37. Clarinet Quintet Op. 28 by Benjamin Frankel, Movement III, mm.
31-36. © Copyright 1956 Chester Music Limited. All rights reserved.
International Copyright Secured. Used by permission.

In measure 38, the clarinet is given the melody in a higher register (example
7.38). This phrase begins in a similar way to phrase 1, but quickly becomes more jagged
with many leaps, the octave becoming noticeably important. The second violin continues
to play double stops, but the interval has expanded to a sixth. The viola and cello
continue a rhythmic ostinato in octaves, as the clarinet line moves in a somewhat
chromatic motion. In measures 40-41, the cello and clarinet are briefly in counterpoint,
making the texture thicker, and the first violin enters with eight-notes after resting for two
measures. The middle voices all play homorhythmically in eighth notes, with the violins
playing clusters. At this point the dynamics have reached a mezzo forte, and continue to
crescendo as the music builds. The climax of Theme B occurs in measure 42, where all of
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Example 7.38. Clarinet Quintet Op. 28 by Benjamin Frankel, Movement III, mm.
37-44. © Copyright 1956 Chester Music Limited. All rights reserved.
International Copyright Secured. Used by permission.
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the strings are in their upper registers moving together in eighth notes. The clarinet line is
more melodic, but the register is underneath the first violin. On counts three and four, the
string lines begin to fall and also diminuendo, and the melodic line is more prominent.
The clarinet phrase concludes in octaves and thirds, and the tempo slows down slightly.
In measure 45, the triplet rhythms are seen again in all voices, like the beginning
of movement III (example 7.39). Theme A would be expected here, but it is not stated
directly until later. The clarinet plays improvisatory sounding leaps in octaves and grace
note patterns, while the strings play a continuous rhythmic ostinato underneath.
Dynamics alternate between mezzo forte and mezzo piano, with the large leaps occurring
in the louder sections. The viola and cello also alternate rhythmically with a measure of
triplets followed by a measure of intervals rocking back and forth. The melodic line
sounds similar to Theme A, but no previous melodic statement is seen. The minor third
and the octave continue to be important intervals in the melody. In measure 48, the
clarinet plays a melodic sequence, first down an octave and then down a fifth.
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Example 7.39. Clarinet Quintet Op. 28 by Benjamin Frankel, Movement III, mm.
45-48. © Copyright 1956 Chester Music Limited. All rights reserved.
International Copyright Secured. Used by permission.

The first violin takes over the melodic line in measure 49 (example 7.40). In
measure 51, the melodic sequence is handed off to the second violin. The first violin
continues on with a counterpoint in its extreme register, which is heard above everything
else. Also in measure 51, the clarinet plays an ostinato in the lower register that is right
next to the cello in range, with the other strings high above. In measure 52, the ostinato
patterns are seen in all of the strings, as the melody returns to the clarinet. The repetitious
ideas continue for the next several measures. The only exception is the statement of a
fragment of phrase 2, which occurs in measure 54.

172

Example 7.40. Clarinet Quintet Op. 28 by Benjamin Frankel, Movement III, mm.
49-52. © Copyright 1956 Chester Music Limited. All rights reserved.
International Copyright Secured. Used by permission.

In measure 56, Frankel instructs the strings to play ponticello (example 7.41).
This string technique, also used at the end of movement I, creates an atmospheric
underlay that sounds very cold and icy. The end of this piece has been described as an
elegy, and this section brings pictures of a gravesite to mind—very isolated and
forgotten. The tempo returns to Lento in measure 57, setting the stage for the return of
Theme A. The only voices heard are the viola and cello, which use a combination of
ponticello and col legno bowing techniques. The rhythmic ostinato in the cello sounds
like a slow heartbeat. Frankel effectively uses this sonority to symbolize the last few
pulses of the heart before death. He also depicted the final heartbeats of a human heart in
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his fourth symphony, which was dedicated to violinist Olive Zorian.24 In measure 58,
Theme A is restated, as the strings continue the ostinato.

Example 7.41. Clarinet Quintet Op. 28 by Benjamin Frankel, Movement III, mm.
56-59. © Copyright 1956 Chester Music Limited. All rights reserved.
International Copyright Secured. Used by permission.

The climatic point of movement III occurs in measures 64-66, where the clarinet
plays several flourishes of runs, which give the music an improvisational quality
(example 7.42, see m. 66). The strings accompany mainly with triplet sixteenth-notes
with chords using double-stops in all of the voices except the cello, adding to the
thickness of the dynamic, which is already fortissimo. The chords are based on stacked
thirds and added dissonances.

24

Dimitri Kennaway, e-mail message to author, October 3, 2012.
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Example 7.42. Clarinet Quintet Op. 28 by Benjamin Frankel, Movement III, mm.
66-74. © Copyright 1956 Chester Music Limited. All rights reserved.
International Copyright Secured. Used by permission.
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Symbolically, measures 64-66 seem to represent an awaking before death—the
last good day, or even a final breath. Thurston planned for a musical comeback after
losing a lung, indicating that he was fighting to overcome the cancer. Frankel musically
depicts this fight in this passage. In an article King wrote for ClariNetwork, she
commented about Thurston’s last days.
It is not generally known that, for the last six months of his life, Jack played with
one lung after it had become necessary to remove the other by surgery.
Fortunately, breath control had always been one of his strong points—not to
mention courage!25
After the allargando in measure 66, the music becomes very soft. Frankel writes
tranquillo as the strings play a dirge-like transition (see example 7.42). Dissonance is
created here with a G-flat augmented triad and a B-flat triad with a major and minor
third. In measure 70, fragments of phrase 1 are played by the clarinet, followed by an
echo in the same voice. The strings play pianissimo chords based on stacked thirds. The
B-flat triad continues to be within the dissonant chords until the end of the piece. In
measures 73-74, the non-harmonic tone, F-sharp, gives the passage any eerie sound, and
changes the chord momentarily to B-flat, D, and F-sharp, the first three notes of
movement I. The voices continue to slowly die away as the piece fades into nothing.
Again, a symbolic musical statement is made here about death with the marking
perdendosi, fading into nothing.

25

Thea King, “The Legacies of Two English Clarinetists: Frederick Thurston and
Reginald Kell,” ClariNetwork 1, no. 1 (1982): 8.
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Conclusion
With this example of Frankel’s concert pieces, it is difficult to grasp why his
music is not as well-known as other English composers of his generation. Like many
composers of the past, Frankel’s music has faded from society’s memory, and is waiting
for a revival in the twenty-first century. The Clarinet Quintet is a great piece from which
to start. Aside from the interesting emotional and symbolic content of the piece, the
music is well conceived. Throughout, are interesting sonorities and textures underlain by
a unique harmonic language that teeters on functional and atonal concepts.
The music has an improvisational quality throughout; however, at the end of the
work, Frankel’s overall plan is very clear. There are no traditional formal structures, but
he has a definite design. Small phrases or motives are very important in all three
movements. Sometimes these ideas are developed, and sometimes Frankel moves ahead
with new material, or plays off a small motive for several measures. In all three
movements, he uses a plan that ultimately returns to the material introduced at the
beginning. In this way, he lets the listener know what is most significant, leading to a
very satisfying conclusion.
Knowing that the work is about Frederick Thurston is important to understanding
the piece, though it is an emotionally moving work even without the background
information. Nothing besides the dedication on the score is revealed to the performers by
Frankel; but knowing Thurston’s story allows both performers and listeners to appreciate
the Clarinet Quintet in the way Frankel intended.
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Notes on Performance and King’s Observances
The clarinet is the primary subject of interest, but Frankel also gives the
instrument accompanying roles or allows it to share melodic interest with the strings. He
uses the clarinet’s range effectively—well within what most clarinetists can play with
ease. The lower register is often used in the softer, more tranquil passages, which
matches the dark sonorities of that register. The bright upper register is employed in the
louder, intense passages. Most of the time, the clarinet is mostly above the strings in
range, but is written them when used as an accompanying instrument. In a few passages,
the clarinet is a middle voice between the first and second violins. For the lower register
to be heard, Frankel usually has the strings holding a chord at a softer dynamic. He
effectively uses articulations and range to change the moods within the piece. The
clarinet naturally projects altissimo notes, and play beautifully in the lower and middle
ranges. The instrument can articulate staccato passages with preciseness and play very
expressively in legato sections.
The Clarinet Quintet is written effectively for an ensemble. The piece is atonal,
but common pitches within the voices and pedal tones are found throughout, which helps
with intonation, especially in exposed entrances. The homorhythmic writing helps the
ensemble stay together. This texture is a major feature of this work—there are very few
places where it does not occur in two or more voices. The different voices also feed off
one another with rhythmic gestures, where each voice presents a subdivision of the beat.
Hocket is also used on a few occasions. Movement III requires much communication
between the ensemble members, because the tempo is much slower and also more
flexible than the other two movements. Communication is also vital in movement II to
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align the homorhythmic sections cleanly or to trade off melodic interest. The
subdivisions, usually in duple or triple eighth notes, rhythmically hold the three
movements together. Though it could be profitable in all three, practicing the music using
a score for movements II and III is essential for precision of entrances, and for learning
who should lead various passages.
The greatest difficulties for the clarinetist are the multiple arpeggiated passages,
which often ascend on one chord and descend on another, making the music hard to read
at first sight. Large leaps into different registers are also challenging, especially in soft
staccato sections where each note needs to speak equally. There are no extended playing
techniques seen in the clarinet part. Instead, Frankel uses the strings when employing
more modern technical demands. As a violinist, he understood the capabilities of string
instruments first hand, and as a film composer, he probably experimented with many
different musical effects on these instruments.
King would have understood Frankel’s Clarinet Quintet more than any other
clarinetist, since it was written “For Thea Thurston, To Jack.” Even though she started
recording regularly around 1980, she waited over ten years to record this piece, which
was her first dedication. There is no doubt that the piece was emotionally challenging for
her to perform, which makes her performance even more meaningful to hear. Thankfully,
she was able to record the work for posterity.
King was a proponent of strict adherence to a composer’s intentions in
performance, something she learned from Thurston. Her recording of Frankel’s Clarinet
Quintet is no exception. Her experience in both solo and ensemble performance can be
observed in her recording of this work. King understands her role in the ensemble,
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whether it is the solo or an accompanying part. When accompanying, she does a
wonderful job blending with the other string parts, or playing underneath the featured
instrument, whatever the case.
Some observances in King’s performance should be noted, however subtle. In
movement I she makes a distinction between the staccato notes of Motive 2 and Motive
4. To match the tranquil mood set by Motive 1, she plays the notes in Motive 2 slightly
longer, but still detached. She reflects the playful nature of Motive 4 by playing the same
note values shorter. This interpretation is used consistently with Motives 2 and 4
throughout the movement. Where small motivic gestures are repeated, King often
emphasizes the downbeats, which accentuates the replication. She also lets the upper
register sing, instead of clipping the notes short, which is musically pleasing. A good
example of this is heard in measure 64 (example 7.43). In measure 80, King’s tone is like
a person calling someone from a distance, which adds an interesting layer to the
polyphonic texture in that passage. She adds a diminuendo to the end of the phrase in
measure 89, which seems very natural to do as the music transitions into the soft
conclusion of the movement.

Example 7.43. Clarinet Quintet Op. 28 by Benjamin Frankel, Movement I, mm.
64, 80-81, 89. © Copyright 1956 Chester Music Limited. All rights reserved.
International Copyright Secured. Used by permission.
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In movement II, King changes her tone to fit the mood of each musical idea. She
plays Idea 1 very obnoxiously, like a loud bird in the yard. Her articulation is much
lighter and her tone is gentler in Idea 3, to match the whimsical mood. In Idea 4, King
uses a heavier, longer articulation and darker tone, which sounds a little lazy—a great
musical effect here at the slow tempo change. The tempo becomes more brisk and the
mood is more excitable in Idea 6, which she plays with a heavier articulation. In Idea 7,
the articulation is shorter to reflect the more playful sound. King understands the musical
intent of each passage, but credit should also be given to Frankel for understanding the
flexibility of the three clarinet registers and the characteristic sounds of each. King does
not have to work very hard to achieve different timbres, because Frankel writes well for
the clarinet.
Frankel’s frequent changes in tempo within movement III infer more flexibility
for the ensemble, and rubato playing is employed in King’s recording. Communication
between the ensemble is more important here than any other movement. The ensemble
adds several marks, which enhance the performance. In measure 2, King adds a ritard on
beat three, and takes a breath after beat four, which is the end of the phrase (example
7.44). She does this consistently in subsequent repetitions. A ritard is written at the end of
measure 4, so the added one makes the passage symmetrical. The ensemble separates
each eighth note on beat three of that measure, which they continue to do every time this
idea is repeated. At the end of measure 4, a grand pause is added. The next measures
repeat the same material, so this marking shows more finality to the statement.
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Example 7.44. Clarinet Quintet Op. 28 by Benjamin Frankel, Movement III, mm.
1-4. © Copyright 1956 Chester Music Limited. All rights reserved.
International Copyright Secured. Used by permission.

Between measures 6 and 7, King takes a breath, accentuating the repetition of the
same notes (example 7.45). She puts space between beats two and three in measure 7 to
divide the phrase like the first statement. Another noticeable addition to the written music
is found in measures 20-21 (example 7.46). The clarinet and cello separate the quarter
notes, creating a heavier sound. Space is also put between each beat in measures 45 and
47, which adds more emphasis to each flourish of notes (example 7.47). The idea from
the beginning of movement III is found at the end of the piece, but King phrases it
differently at the conclusion, which adds more sense of finality to the statement. The
breaths are more numerous, and she separates the last two notes of the piece (example
7.48). Making note of every place King chose to phrase in this movement can be helpful,
but the most relevant ones have been discussed in this analysis.

Example 7.45. Clarinet Quintet Op. 28 by Benjamin Frankel, Movement III, mm.
6-7. © Copyright 1956 Chester Music Limited. All rights reserved.
International Copyright Secured. Used by permission.
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Example 7.46. Clarinet Quintet Op. 28 by Benjamin Frankel, Movement III, mm.
20-21. © Copyright 1956 Chester Music Limited. All rights reserved.
International Copyright Secured. Used by permission.

Example 7.47. Clarinet Quintet Op. 28 by Benjamin Frankel, Movement III, mm.
45,47. © Copyright 1956 Chester Music Limited. All rights reserved.
International Copyright Secured. Used by permission.

Example 7.48. Clarinet Quintet Op. 28 by Benjamin Frankel, Movement III, mm.
70-74. © Copyright 1956 Chester Music Limited. All rights reserved.
International Copyright Secured. Used by permission.
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CHAPTER EIGHT
Conclusion
Thea King is an inspiring clarinetist of the twentieth century in many ways: as a
female pioneer in her profession, as an exacting performer, as a supporter of younger
generations of clarinetists, as a promoter of her country’s music, and as a scholar of
clarinet repertory. Even though her accomplishments were great, she was grounded with
a strong sense of humility and good will towards others in her profession, which is
perhaps her greatest example. In her story, it may appear that many opportunities fell into
her lap, but these breaks came only after many years of dedicated hard work. She was a
very resilient and resourceful woman. When Thurston died, King found the courage to
perform again, not wasting any time for self-pity. His untimely death drove her career
even further, as she recorded the pieces that were dedicated to him. Later in her life, she
used her contacts with Alun Frances and Ted Perry to promote her interest in British
music.
King’s love of playing was the driving force in her career as a clarinetist and
pianist. From the start she humbly confessed that her late start as a clarinetist and her lack
of practice time in college stunted her growth as a musician. However, her talent, work
ethic, and fearlessness brought forth many opportunities to perform and teach. King’s
greatest legacy lies in her recordings, most notably of the pieces dedicated to her
husband. She kept his work alive, making it impossible to study the life of King without
also learning about Thurston.
King saw the outpouring of music for the clarinet in the twentieth century as an
occasion to expand the performance repertory, not only with British music, but with
neglected clarinet music of the nineteenth century, as she aided in the popularity of pieces
184

by Spohr and Crusell. Because of her work, we are more knowledgeable of the music
available in the clarinet repertory. Even so, there is still a tendency to stick with a set list
of pieces. One can find many clarinet pieces in common when comparing collegiate
instructors’ course studies. There are also a multitude of recordings of our most popular
pieces, such as the Mozart Concerto, Brahms’s chamber pieces, Debussy’s Première
Rhapsody, and many others. Even celebrated performers play many of the same works
over and over again. It has been shown in this paper that works of merit are neglected in
the performing and recording industry, even pieces written only thirty years ago. Not to
undermine the importance of studying great masterpieces for clarinet, but when does a
piece become a masterwork? Its availability and number of performances have much to
do with a work’s acceptance as a great piece of literature. As King focused on the
performance of lesser-known clarinet pieces, it is possible that she asked the same
question, and responded by getting more works performed and recorded.
From this study of the pieces written for Thea King, several ideas are introduced
that could be subjects for future development. In addition to the Mini Concerto and
Clarinet Quintet, the works commissioned by King could be reviewed and analyzed in
much more detail. Performing and recording the pieces for a tribute concert or album for
King is perhaps another task of the future, maybe for her centenary birthday. As she did
much for the clarinet music in Britain, she deserves such recognition.
Recordings by other artists of the pieces written for King are very few in number.
A recording of the Mini Concerto was made by Charles Russo and Premier Recordings in
1996.1 With much assistance and encouragement from King, Paul Dean recorded
1

Gordon Jacob, “Mini Concerto,” Music for Clarinet and Strings, Charles Russo, David
Gilbert, and the Premier Chamber Orchestra, Premier Recordings PRCO1052, 1996.

185

Frankel’s Clarinet Quintet in 1990 with CPO.2 Besides being recorded by King, the
Cooke Clarinet Sonata was commercially recorded by Victor Chiodo,3 and the Maconchy
Fantasia was recorded by the Women’s Philharmonic Chamber Players of Oakland,
California.4 Blake’s Clarinet Concerto is on the repertory lists of English clarinetists
Michael Collins and Emma Johnson, but they have not recorded the piece commercially.5
The recording of Lewis’s Sonante by Karen Turner, which was mentioned in Chapter 3,
is the only commercial recording of that work, and there is no recording of Rainier’s
Concertante for Two Winds. With so few recordings of the pieces written for Thea King,
an album or a memorial concert featuring these pieces would be admirable gestures for
the seven pieces she inspired.
Individual studies of the clarinet works written by Jacob, Cooke, Maconchy,
Frankel, Rainier, Blake, and Lewis are other projects to consider. All seven composers
wrote several pieces featuring the clarinet and also chamber pieces including the
instrument. King recorded the major clarinet works of Jacob, Maconchy, and Cooke, but
they wrote other smaller pieces. Jacob wrote a Clarinet Quartet and three serenades for

2

Benjamin Frankel, “Clarinet Quintet,” Benjamin Frankel, Paul Dean, Australian String
Quartet, and the Queensland Symphony Chamber Players, CPO Recordings CPO999384, 1990.
3

Arnold Cooke, “Sonata in B-flat for Clarinet and Piano,” English Music for Clarinet
and Piano, Victor Chiodo and Paul Hartley, Mark Custom Recording Service, Inc. 5385-MCD,
2004.
4

Elizabeth Maconchy, “Fantasia for Clarinet and Piano,” Women’s Philharmonic
Chamber Players, Women’s Philharmonic Chamber Players, WPR-CS 214, March 3, 1986.
5

Michael Collins, “Repertoire,” Michael Collins Website, http://www.michaelcollins.co.uk/page-sets/repertoire.html (accessed September 26, 2012); and Nicolas Curry and
Caroline Oakes, “Repertoire: Emma Johnson MBE,” Clarion Seven Muses, http://www.c7m.
co.uk/repertoire.asp?ID=59 (accessed September 26, 2012).
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woodwinds6; Cooke wrote a Suite for Three Clarinets and Three Songs of Innocence for
soprano, clarinet and piano7; and Maconchy wrote Reflections for oboe, clarinet, viola,
and harp.8 Frankel wrote several other works for clarinet, including a Clarinet Trio, and
Paul Dean’s album Benjamin Frankel provides an excellent introduction to these
chamber pieces.9 In addition to Sonante, Lewis has written a wind quintet and Cantus for
clarinet and piano.10 Rainier’s Suite for Clarinet and Piano is a more well-known piece
than the Concertante for Two Winds and has been recorded several times. Another
Rainier work including the clarinet is Six Pieces for Five Winds.11
The multiple pieces written for Frederick Thurston have enjoyed more attention in
the clarinet repertory than the pieces written for King. This is in part due to his wife’s
promotion of the works through her performances and recordings. A study of these pieces
and how they relate to Thurston’s style of playing is a point of interest. King’s playing

6

Margaret Jacob Hyatt, “Browse Jacob’s Works,” Gordon Jacob Website, http://www.
gordon jacob.org/browse_works.html (accessed September 26, 2012).
7

MusicWeb International, “Works,” Arnold Cooke Website: British Composer,
http://www.musicweb-international.com/cooke/index.htm (accessed September 26, 2012).
8

Chester Novello, “Elizabeth Maconchy: Works List,” Chester Novello,
http://www.chesternovello.com/default.aspx?TabId=2431&State_2905=3&ComposerID_2905=9
72&CateCatego_2905=0 (accessed September 26, 2012).
9
Paul Dean, Benjamin Frankel.
10

Jeffrey Lewis, “Cantus for Clarinet and Piano,” Jeffrey Lewis: Threnody, Cantus,
Teneritas, Sonante, and Trilogy, Karen Turner, Aoife ni Raghaill, and David Jones, ASC Records
ASC CS CD43, 1994.
11

Schott Music, “Priaulx Rainier: Works,” Schott Music, http://www.schott-music.com/
shop/persons/featured/priaulx-rainier/works/?cwl_sort=title&page=0 (accessed September 26,
2012).
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style and the practices of her contemporaries have been addressed by Ingrid Pearson12
and Andrea Cheeseman.13 King wrote a similar article, comparing Thurston’s style of
playing with that of his contemporary Reginald Kell.14 A more detailed study of these
contrasting playing styles would be a historically significant project.
A good indicator of a worthwhile study should be whether it inspires further
exploration. Assuredly, King sparked such an interest in her advancement of British
clarinet music. The pieces she inspired herself deserve more attention in modern clarinet
repertory than they currently hold. But these pieces do not stand alone—there are many,
many more. One could never expect to hear, much less learn, every piece written for the
clarinet. Thankfully, our repertory is vast, especially compared to what it was at the end
of the nineteenth century. We can follow King’s initiative and explore a greater personal
repertory and make a commitment to continually study the new, traditional, and more
obscure works for the clarinet.

12

Ingrid Elizabeth Pearson, “Thea King and Pamela Weston: A Tribute—Part I,” The
Clarinet 28, no. 4 (September 2001): 48-52; and Pearson, “Thea King and Pamela Weston: A
Tribute—Part II,” The Clarinet 29, no. 1 (December 2001): 66-69.
13

Andrea Cheeseman, “Thea King and Pamela Weston: The English Playing Tradition of
the Twentieth Century,” (DMA thesis, Michigan State University, 2001).
14

Thea King, “The Legacies of Two English Clarinetists: Frederick Thurston and
Reginald Kell,” ClariNetwork 1, no. 1 (1982): 6-8.
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